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We  got  this  letter  from  our  customers,  Messrs.  Parker  & Cross, 
of  Scarborough; 

“June,  1904. 

“A  Customer  of  ours  would  like 
to  know  the  date  the  enclosed  paper 
was  made— No.  610.  Packed  by  ‘O.’ 

“ He  has  had  a packet  in  a room 
for  some  years,  and  this  weekfound 
it  and  used  it.  Each  piece  is  quite 
perfect,  and  is  free  from  spots, 
stains,  or  any  mark  whatever ; some 
quite  fresh  used  at  the  same  time 
is  no  different  from  the  old  batch. 

“This  must  speak  well  for  the 
keeping:  qualities  of  Kodak  Bromide 
Paper.” 

THE  BROMIDE  PAPER  IN  QUESTION 
WAS  COATED  IN  AUGUST,  1893, 
SO  AT  THE  TIME  OF  USING  IT 
WAS  NEARLY  ELEVEN  YEARS 
OLD. 
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perimental imitations. 
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57,  59  & 61, 
Clerkenwell  Road, 
London,  E.C. 


Wholesale  and  Retail  Branches:  96,  Bold  Street, 
Liverpool ; and  72=74,  Buchanan  Street,  Glasgow. 

Retail  Branches:  59,  Broinpton  Road,  S.W.  ; 60, 

Cheapside,  E.C. ; 1 15,  Oxford  Street,  W.  ; 171  = 173, 
Regent  Street,  W.  ; and  40,  Strand,  London,  W.  C. 
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Editorial  and  other  Notes. 

Contents  of  Our  Next  Number. 

The  next  issue  of  the  present  (Library)  Series  of  The  Practical 
Photographer  (ready  December  1st)  will  deal  with  the  fascinating 
subject  of  Winter  Work  -for  the  Camera,  with  and  without  Snow, 
Frost  Effects,  Indoor  Work,  etc. 

Our  sixteenth  number  (ready  January  1st,  1905)  will  (probably) 
be  devoted  to  the  exposition  of  those  Pictorial  Principles  of 
Selection,  Arrangement  and  Composition  which  are  so 
essential  in  the  making  of  Pictorial  Photographs. 

Other  numbers  in  active  preparation  will  deal  with  Gum- 
bichromate  Printing,  Portraiture,  Flowers,  Animals, 
Marine  and  Seascape,  Clouds,  Genre,  Lenses,  Night 
Photography,  Chemistry,  Orthochromatic  Photography, 
Telephotography,  Ozotype,  Iron  Printing  Processes, 
Optical  Lantern,  Stereoscopy,  Flash-light  Work,  Finishing 
the  Print,  Combination  Printing,  Pictorial  Composition, 
Photo-micrography,  Figure  Studies,  Copying,  etc. 

N.B. — Will  readers  who  feel  disposed  to  co-operate  in  the  preparation 
of  any  of  the  above  numbers  kindly  communicate  with  the  Editor  forthwith  ? 

Hints  for  Intending  Contributors. 

The  Editor  will  be  pleased  to  carefully  consider  MS.  bearing  on  any  of  the 
subjects  announced.  Preference  will  be  given  to  MS.  characterised  by  the 
following  features  : — 

1.  New  or  little  known  methods  ; formulae  personally  tested. 

2.  Short  sentences  and  simple  language,  with  diagrams  when  needed. 

3.  Brevity  so  far  as  is  consistent  with  clearness.  The  first  and  last  pages 
of  the  MS.  should  bear  the  sender’s  name  and  address.  The  approximate 
number  of  words  should  be  stated.  Contributors  may,  if  they  please,  send  a 
brief  outline  or  synopsis  of  their  proposed  contribution. 

The  Editor  cannot  undertake  any  responsibility  whatever  in  connection 
with  MS.,  but  if  stamps  are  sent  for  return  postage,  he  will  endeavour  to 
return  as  quickly  as  possible  any  MS.  not  accepted  for  publication.  MS. 
should  reach  the  Editor  not  later  than  six  weeks  before  date  of  publication. 

Intending  contributors  will  .also  find  that  it  saves  themselves  trouble  if 
they  will  send  to  the  Editor  an  outline  of  their  proposed  communication  at  the 
earliest  possible  date,  so  that  arrangements  may  be  made  to  avoid  overlapping 
by  two  or  more  contributors  saying  the  same  thing.  In  this  first  communica- 
tion any  proposed  diagrams  may  be  merely  rough  sketches. 

In  general  it  is  well  to  put  any  drawings  or  diagrams  on  separate  sheets, 
and  not  interpolate  them  with  the  matter. 

The  MS.  pages  (which  may  preferably  be  typewritten)  should  have  a clear 
margin  of  quite  an  inch  left  blank  along  the  left-hand  side  of  the  page. 

NOTE.— It  would  frequently  save  disappointment  and  the  return  of  MS.  if 

authors  would  state  their  willingness  for  extracts  to  be  made  from  their 

contributions  if  the  contribution  cannot  be  accepted  in  its  entirety  owing 

to  overlapping  or  duplication  of  portions  by  other  contributors. 

Criticism  of  Prints. 

It  is  our  desire  to  make  the  criticism  of  prints  a special  feature  in  our 
pages.  The  Editor  gives  his  personal  careful  attention  to  this  matter,  and 
aims  at  making  every  criticism  a practical,  interesting,  and  instructive 
object-lesson.  By  paying  attention  to  the  hints  thus  given,  often  a poor  print 
may  be  improved  and  a good  print  followed  by  one  still  better.  In  order  to 
encourage  readers  to  take  great  care  in  the  preparation  of  the  prints  they  send 
us,  we  offer  Three  Prizes  of  Five  Shillings  each,  for  the  three  best  prints 
sent  in  each  month.  The  winning  prints  will  not  be  returned, 
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THE  PRACTICAL  PHOTOGRAPHER. 


Holiday  Competition : Awards. 

Very  great  difficulty  has  been  experienced  in  adjudicating  the  relative 
merits  of  six  prints  by  one  competitor,  three  by  another,  and  so  on  \gain 
the  subjects  have  varied  very  widely.  After  repeated  consultation  it  was 
decided  that  the  fairest  verdict  was  to  withhold  the  silver  plaque  and  replace 
it  by  two  bronzes.  Consequently  the  three  following  are  awarded  “ bronze  ” 
viz.  : W.  H.  Nithsdale,  C.  B.  Alexander,  J.  A.  Dickie.  Pressing  close  upon 
their  heels  are  the  six  following,  to  whom  certificates  are  assigned  •— W G 
Hill,  Hermann  Lea,  H.  Light,  A.  E.  Burnett,  Clara  Tate,  A.  H.  Avery  Close 
upon  these  come  J.  J.  C.  Shelly,  H.  Ft.  Wight,  W.  R,.  Nutnian,  who  are 
higlily  commended. 

Print  Criticisms : Awards. 

The  competitors  this  month  have  run  each  other  so  elose  that  we  have 
been  obliged  to  divide  our  usual  three  prizes  into  six  equal  portions.  These 
are  allotted  to  J.  J.  Rothwell,  “His  Dinner  Hour”:  R.  Marshall,  “Whin 
Destroying”  ; Miss  N.  Binnie,  “XVI.  Century  Well  at  Arles”;  A.  W.  Reid, 
“ Evening  Calm  ” ; W.  Astley,  “ Cellarium—Fountains  Abbey  ” ; A.  H.  Avery’ 
“ Day  Dreams.”  The  following  are  also  highly  commended  J.  Linley,  C.  B.’ 
Alexander,  F.  G.  Price,  Miss  H.  L.  Pilkington,  J.  Archer,  W.  H.  Rundle,  A. 
Turner. 

Midg  Competition : Award. 

H.  J.  Blane.  Highly  commended  : W.  E,  Dean,  F.  G.  Price,  L.  Watts, 
Miss  Constance  E.  Few. 

Autumn  Junior  Salon:  Entry  Form. 

Page  X.,  The  Practical  Pliotograioher,  No.  12,  “Architecture.” 

Closing  Date : November  5th,  1904. 

Notice. 

Will  competitors  please  notice  that  the  latest  date  for  receiving  prints  for 
our  competitions  is  that  given  on  the  coupon,  and  that  we  cannot  admit  late 
ai'rivals  ? 

Notice  —Queries. 

In  response  to  numerous  requests  from  our  correspondents  we  have 
pleasure  to  announce  that  we  will  do  our  best  as  far  as  space  permits  to  reply 
to  queries  of  a photographic  nature.  Will  querists  i3lease  (1)  write  plainly, 
(2)  on  one  side  of  the  paper,  (3)  as  briefly  as  is  consistent  with  clearness, 
and  (4)  give  us  the  indulgence  of  their  kind  patience  ? 

Pictures  for  Exhibitions. 

To  meet  the  convenience  of  those  readers  who  are  preparing  prints  for 
special  dates  (exhibitions,  etc.),  and  cannot  conveniently  wait  for  printed 
criticism  in  our  columns,  we  have  arranged  that  readers  may  send  us  one,  two 
or  three  prints  with  the  usual  Print  Criticism  Coupon  and  a fee  of  one  shilling 
for  each  print  serit.  Within  a week  the  prints,  accompanied  by  a criticism, 
will  be  returned  to  the  sender.  The  return  postage  must  be  prepaid  in  the 
usual  way  as  in  Rule  5.  (See  page  v.)  The  fee  must  be  sent  with  a letter 
(marked  “Print  Criticism  Special”)  and  coupon  to  the  Editor,  and  not 
enclosed  with  the  prints.  Each  print  must  bear  on  the  back  the  name  and 
address  of  the  sender. 

Champion  Class  Competition. — Further  Notice. 

1.  This  competition  is  only  open  to  those  of  our  past  competitors  who 
shall  before  the  end  of  this  year  have  gained  a place  on  our  Roll  of  Honour  as 
winners  of  our  Plaques,  Certifleates,  Prizes,  Honourable  Mention  or  Highly 
Commended. 

2.  Prints  which  have  already  gained  awards  will  7iot  be  available.  (The 
make7^  of  07xe  good  pict7i7'e  ought  to  be  able  to  produce  a second,  picture  as 
good  if  not  better  tha7i  the  first.) 

3.  This  competition  will  close  The  Last  Day  of  the  Present  Year. 
(Therefore  it  is  quite  time  to  begin  selecting  negatives  and  making  prints.) 

4.  The  entry  form  will  be  issued  in  our  next  number. 

5.  Special  awards  are  in  preparation. 

Out  of  Prmt ! 

In  answer  to  numerous  correspondents  we  beg  to  say  that  No.  I (Bromide 
Printing)  and  No.  2 (Bromide  Enlarging)  of  the  present  series  of  The  Practical 
Photographer  have  been  out  of  print  for  some  months.  Also  that  our  stock 
of  the  majority  of  the  other  back  numbers  is  running  very  low,  so  that  any 
one  wishing  to  possess  a complete  set  of  the  present^  Library  Series  should 
secure  the  needed  numbers  to  ffil  up  the  gaps  in  his  series  without  a moment’s 
delay. 
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This  Coupon  Expires  Nov.  30th,  1904. 

The  Practical  Photographer.  Coupon  No.  29. 

Prints  for  Criticism  (or  Queries). 

RULES. 

1.  Write  legibly,  on  one  side  of  the  paper  only. 

2.  Put  your  name,  address,  and  a number  on  the  back  of 

each  print,  and  enclose  this  coupon. 

3.  Do  not  send  more  than  three  prints  with  one  coupon. 

4.  State  the  Month,  Hour,  Light,  Plate  Speed,  Stop, 

Exposure,  Developer,  Printing  and  Toning  process 
employed. 

5.  If  prints  are  to  be  returned,  a stamped  and  addressed 

label  or  envelope  must  be  sent  with  thc  prints. 

6.  The  Editor  reserves  the  right  of  reproducing  any  print 

sent  in  for  criticism. 

7.  Prints  should  be  addressed : — The  Editor  of  The 

Practical  Photographer  (Print  Criticism),  27, 
Paternoster  Row,  London,  E.C. 


The  Practical  Photographer.  Coupon  No.  30. 

Retouching  Competition. 

Name  

Address  


Write  Legibly. 

This  Coupon  Expires  Dec.  25th,  1904. 


Retouching  Competition. 


A Silver  and  Bronze  Plaque  and  Certificates  will  be  placed 
at  the  disposal  of  the  Judges. 

1.  Competitors  may  submit  one,  two  or  three  pairs  of  prints.  Each  pair  to 

show  the  “ before  and  after  retouching”  effect. 

2.  The  retouching  may  be  on  the  film  or  back  of  negative.  A brief  description 

should  state  how  the  “ after”  effect  was  obtained. 

3.  The  pictures  may  be  of  any  subject,  portrait,  flowers,  landscape,  etc.,  and 

the  prints  may  be  by  any  process. 

4.  Each  pair  of  prints  should  be  mounted  side  by  side  and  bear  on  the  back 

the  name  and  address  of  the  competitor. 

5.  The  retouching  must  be  the  unaided  work  of  the  competitor. 

G.  The  Editor  reserves  the  right  to  reproduce  any  prints  sent  in  to  this 
competition. 

7.  The  Winning  Prints  will  not  be  returned.  Others  will  be  returned,  to- 

gether with  a brief  criticism,  if  a stamped  and  addressed  envelope  or 
label  be  sent  with  thc  prints. 

8.  Additional  marks  will  be  given  to  prints  illustrating  any  technical 

novelty  in  retouching. 

9.  Prints  must  reach  us  not  later  than  Dec.  25th,  1904,  addressed:— 

The  Editor  of  The  Practical  Photographer 
(Retouching  Competition), 

27,  Paternoster  Row,  London,  E.C. 
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The  Pictorial  Work  of 
J.  B.  B.  Wellington. 

By  THE  EDITOR. 

» ^ ^ E.  J.  B.  B.  WELLINGTON  is  a man  to 

be  envied  by  reason  of  having  made 
for  himself  a reputation  in  more  than 
one  direction.  Not  only  is  his  name 
associated  v^ith  a certain  commercial 
enterprise,  familiar  to  photographers 
in  all  parts  of  the  world,  and  bearing 
a reputation  for  splendid  quality — not 
only  is  his  name  one  well  known  in  our  foremost 
photographic  societies  where  novel  methods  and 
niceties  of  procedure  are  learnedly  discussed — not 
only  is  his  name  essential  to  the  history  of 
photography  by  reason  of  certain  formulae  and 
methods  which  he  has  given  to  the  world,  but  in 
addition  to  these  things  he  has  for  the  last  ten  or 
fifteen  years  been  known  as  a man  in  the  front 
rank  of  pictorial  workers.  A drawer  full  of  medals 
attest  his  prowess  when  exhibitions  and  com- 
petitions were  not  nearly  so  many  in  number  as 
now-a-days.  As  a judge  in  photographic  exhibitions 
and  on  selecting  committees  his  opinions  carry 
great  weight.  The  reader  will  admit  that  this  is  an 
enviable  record  for  a man  who  in  years  has  barely 
reached  the  meridian. 

As  a boy,  his  natural  bent  for  the  mechanical, 
engineering,  and  scientific  paths  of  life,  led  him 
towards  the  profession  of  Architect,  but  this  career 
was  only  pursued  for  a short  time.  Still  to 
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this  day  mechanical  matters  are  of  the  keenest 
interest.  Among  other  achievements  may  be 
mentioned  carpentry  and  cabinet  work,  in  which 
domain  he  possesses  a knowledge  and  skill  that 
many  a professional  worker  might  envy. 

His  introduction  to  photography  goes  back  to 
the  later  days  of  wet-plate  and  the  beginning  of  dry- 
plate  work,  when  young  W ellington  was  completing 
his  school  days.  From  the  first  landscape  attracted 
his  attention,  though  of  course,  as  with  every 
beginner,  frequent  excursions  were  made  into  the 
domains  of  portraiture  amd  genre.  Among  the 
painters  that  have  influenced  him  may  be  men- 
tioned Leader,  Constable,  and  Gainsborough.  As 
to  the  poets,  our  artist  freely  confesses  that  he 
finds  in  them  no  great  attraction  for  continuous 
reading,  though  occasionally  a.  line  or  couplet  is 
seized  upon  for  a title.  The  sky  and  clouds  of 
nature  always  have  for  him  the  attraction  and 
charm  which  they  ever  have  for  all  true  landscape 
lovers.  If  he  has  a favourite  class  of  subject  for 
the  camera  probably  this  is  pastoral  landscape 
with  evening  effects.  As  to  printing  methods  we 
are  disposed  to  guess  that  carbon  would  be  put 
first,  while  platinotype  and  bromide  enlargements 
would  be  bracketed  for  second  place.  In  former 
years  a stand  camera  was  the  rule,  but  latterly  this 
is  being  or  has  been  ousted  by  the  hand  instru- 
ment. In  the  matter  of  frames  and  mounts  we  find 
that  practically  all  his  more  recent  work  is  framed 
“ close  up.” 

As  regards  the  outlook  of  photography  as  an 
art,  Mr.  Wellington  thinks  that  the  prospect  is  one 
of  much  promise.  The  chief  need  is  for  an  ever- 
increasing  care  and  attention  to  be  given  to 
matters  of  light  and  shade.  He,  with  all  other 
artistic  workers,  feels  that  the  essence  of  a work 
of  art  is  the  infusion  of  some  personality — some 
individuality  in  choice  of  subject,  light  and 
shade,  arrangement,  and  any  required  modification 
or  control  either  in  making  the  negative  or  the 
print. 

In  selecting  the  pictures  for  reproduction,  our 
aim  here,  as  always,  has  been  to  show  a typical 
variety  of  subject  and  treatment.  That  the  eight 
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examples  now  given  show  this  variety  will  be 
readily  admitted  on  all  hands.  Yet  behind  this 
diversity  there  is  a certain  unity  of  style,  or  person- 
ality, not  difficult  to  recognise,  though  not  easy  to 
put  in  words.  This  fact  is  of  noteworthy  interest, 
showing  that  our  artist  is  consistent  in  his  work 
and  methods,  and  also  it  disproves — for  the 
thousandth  time — the  thoughtless  assertion  that 
photography  is  not  amenable  to  style,  or  personal 
influence. 

The  Latest  News. — If  it  be  true  that  each  country 
has  its  characteristic  group  of  pictorial  subjects,  then 
we  should  say  that  the  picture  which  deals  with 
human  interests  is  characteristically  English.  It 
may  be  urged  that  genre  is  not  the  highest  type  of 
art.  Be  that  as  it  may  ; it  can  hardly  be  gainsaid 
that  in  modern  England  at  any  rate,  it  is  work  of 
this  order  that  has  gained  the  widest  notice,  and  is 
held  longest  in  the  country’s  pictorial  memory.  No 
less  than  three  of  the  picture  selected  deal  with 
homely  incidents  in  a simple  and  straightforward 
manner  which  at  once  engages  our  sympathetic 
attention.  When  the  above-named  picture  was 
exhibited  at  the  R.  P.  S.  some  years  ago  it  received 
a medal,  and  at  once  commanded  the  admiration 
which  it  well  deserves.  The  quietness  of  the  back- 
ground and  breadth  of  light  and  shade  are  two 
features  which  should  receive  very  careful  atten- 
tion on  the  part  of  the  student. 

His  Only  Pair  contains  just  that  acute  admixture 
of  quiet  humour  which  first  engages  one’s  attention, 
and  then  makes  one  glad  to  remember  such  a 
picture.  The  two  actors  in  this  domestic  drama 
are  grouped  with  conspicuous  craftsmanship,  and 
needless  accessories  are  wisely  excluded.  We  are 
disposed  to  wish  the  bit  of  tree  background  had 
been  a little  less  conspicuous  by  being  a shade 
lighter  in  tone.  The  “garment”  worn  by  the 
whimpering  boy,  and  the  apron  of  his  thrifty 
mother  are  rendered  with  conspicuous  technical 
skill,  and  should  be  carefully  noted. 

The  Broken  Saucer. — Here  is  another  picture 
which  well  deserved  the  wide-spread  notice  attained 
directly  it  was  shown.  In  our  small  reproduction, 
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we  dare  not  hope  to  do  more  than  hint  at  the  fine 
technical  quality.  Let  us  imagine  for  a moment 
that  the  figures  are  absent.  We  should  then 
have  a “ nice  bit  of  a rustic  building  ” which  would 
not  be  likely  to  make  any  lasting  impression 
on  our  memory.  But  add  this  appropriate  group, 
and  we  have  a harmonious  whole.  The  beginner 
may  here  take  the  hint,  that  a figure  with  head 
turned  away  from  the  camera,  may  become  the 
leading  figure  of  a composition. 

A November  Morning  is  a particularly  interesting 
note  in  the  chord  of  examples.  For  not  only  is  it  a 
marked  digression  from  the  other  genre  examples 
in  general  manner  of  treatment,  but  also  it  shows 
how  an  effective  picture  may  be  made  from  what 
at  first  sight  would  seem  the  most  unpromising 
materials.  It  will  he  noted  that  the  pictorial 
quality  of  the  picture  almost  entirely  depends  on 
the  atmospheric  effect  of  the  misty,  foggy  morning. 
It  should  be  noted  that  the  tall  upright  bits  of 
decaying  vegetation  — to  our  right  — form  an 
essential  feature  in  the  composition,  as  we  may 
readily  recognise  by  covering  them  up  for  a moment. 

A Pastoral  possesses  a charming,  breezy  character, 
a suggestion  of  “ open-air-ness  ” which  is  as  excep- 
tional as  it  is  valuable.  This  picture  well  illustrates 
the  vital  importance  of  the  sky  and  cloud  portion 
being  in  harmony  with  the  sentiment  of  the  scene. 
It  may  easily  happen  that  we  may  expose  a 
dozen  plates  on  the  same  scene  at  intervals  of  a 
few  minutes,  yet,  perhaps,  one  only  contains  a trace 
of  the  true  sentiment.  Clouds  and  landscape  on 
the  same  negative  are  of  course  a convenience,  but 
how  seldom  indeed  do  we  thus  get  the  right  clouds ! 
This  composition  j)articularly  well  illustrates  the 
value  of  “suggested  space  and  distance”  by  the 
aid  of  the  distant  line  of  trees,  small  in  size,  broad 
in  light  and  shade,  and  softened  in  definition.  The 
great  value  of  this  feature  of  the  composition  is  at 
once  recognised  if  we  cover  it  up  with  a strip  of 
paper  for  a moment. 

Salhouse  Broad  is  a happy  illustration  of  how  to 
make  a picture  of  a somewhat  ordinary  subject  by 
the  introduction  of  an  engaging  sky  portion.  The 
artist  will  doubtless  agree  with  our  wish  that  the 
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near  part  of  the  stream  (to  our  right  hand)  were 
not  quite  so  conspicuous,  but  the  remaining  part  of 
the  picture  is  an  abundant  compensation  for  this 
regret.  In  this  composition  we  have  well  exem- 
plified the  old  and  well-tried  maxim  of  ‘‘the 
three  planes  of  a picture,”  viz.,  foreground,  middle 
and  extreme  distance.  Imagine  for  a moment  any 
one  of  these  three  absent  in  this  case  and  we  can 
readily  see  how  the  present  charming  effect  would 
greatly  suffer. 

On  Wisley  Common. — Here  we  have  a quite 
typical  bit  of  English  landscape.  The  cottage  to 
our  left  is  an  acceptable  symbol  and  sign  of  human 
interest  treated  with  discriminative  reticence.  The 
sky  portion  also  is  of  considerable  importance  in 
making  the  whole  result  a harmonious  entity.  The 
student  should  not  fail  to  notice  that  the  margins 
of  the  picture  are  wisely  kept  quite  subdued  so  that 
the  interest  of  the  scene  is  kept  well  within  the 
picture.  This  is  of  especial  importance  where  we 
have  a road  or  stream  coming  up  to  the  margins. 

Eventide. — Perhaps  this  is  the  best  known  of  all 
Mr.  Wellington’s  exhibited  work.  This  may  be 
quoted  as  a typical  example  of  academic  com- 
position and  illustrates  many  of  the  recognised 
principles.  One  need  hardly  point  out  that  the  key 
note  of  the  composition  is  the  luminous  glow  of 
the  sky  — so  characteristic  of  eventide.  The 
principle  of  harmony  or  unity  of  general  effect  is 
here  well  exemplified,  and  tempts  as  to  expatiate 
upon  this  important  matter,  did  circumstances 
permit. 

But  alas,  exigencies  of  space  have  compelled  us  to 
eliminate  many  of  our  notes  on  these  charming- 
pictures.  Yet  we  cannot  conclude  without  a word 
of  very  hearty  and  sincere  thanks  to  Mr.  Wellington 
for  his  great  kindness  in  permitting  us  to  select 
these  examples  from  the  enviable  collection  of 
pictures  which  adorn  his  beautiful  home. 
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Prelimmary  Note  on  Reto^iching. 
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By  THE  EDITOR. 


HY  does  a negative  need  retouching  is 
a natural  question  from  a beginner. 
The  answer  is,  “To  correct  its  defects.” 
A sitter  may  have  moved  during  the 
exposure.  He  may  have  freckles, 
scars,  blotches  which  are  exaggerated 
by  the  plate.  The  face  may  be  slightly 
moist  and  shining  from  perspiration.  There  may 
be  markings  due  to  dust  particles,  scratches,  etc. 
A piece  of  furniture  (such  as  the  arm  of  a chair) 
may  show  a bright  streak  of  reflected  light. 

Again,  the  prevalence  of  the  hand  camera  and 
rapid  exposures  is  accompanied  by  a large  propor- 
tion of  somewhat  under-exposed  and  often  over- 
developed negatives,  which  exaggerate  light  and 
shade  contrasts.  The  beginner’s  fondness  for 
“ everything  quite  sharp  ” by  means  of  a small  stop 
is  often  accompanied  by  under-exposure,  or  a 
strained  expression  on  the  sitter’s  face  in  conse- 
quence of  prolonged  exposure.  Errors  of  judgment 
in  exposure  or  development  yield  effects  far  from 
satisfactory.  These  are  among  the  reasons  which 
render  retouching  needful.  Again,  a technically 
excellent  negative  may  not  yield  a satisfactory 
likeness.  Scientific  truth  is  not  necessarily  artistic 
truth. 

Many  beginners  think  that  retouch- 
ing is  very  difficult.  There  is,  how- 
ever, no  difficulty  that  cannot  be  overcome  by  a 
very  moderate  measure  of  patience  and  practice. 
Others  hastily  condemn  all  retouching  because 
they  have  seen  examples  of  bad  work.  But  to 
judge  an}^  procedure  from  cases  of  defective  mani- 
pulation would  equally  condemn  all  photography 
from  our  occasional  failures.  Others,  again,  expect 
far  too  much  from  the  retoucher,  and  rely  on  it  to 
cure  careless  manipulation. 
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Introduction  to  Retouching. 


By  STANLEY  C.  JOHNSON,  B.A. 


in 
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VERY  photographer  who  practises 
portraiture  should  have  some  knowledge 
of  retouching.  He  should  be  able  to  tone 
down  the  camera’s  exaggerations  and  to 
do  away  with  the  sitter’s  temporary 
shortcomings.  Fortunately,  a short  time 
spent  in  careful  study  will  enable  the 
veriest  novice  to  do  much  in  this  direction,  though, 
of  course,  the  whole  art  takes  years  to  learn. 


The  Negative. 


The  first  thing  to  consider  is 
whether  our  selected  negative  is 
ready  for  retouching.  Pencil  work  cannot 
modify  the  depth  of  the  great  masses,  there- 
fore if  they  are  either  too  thick  or  too  thin 
we  must  first  of  all  resort  to  reducing  or  intensi- 
fying, local  or  otherwise.  If  upon  this  point 
we  need  any  guiding,  then  the  seventh  number  of 
the  Practical  Photographer  should  be  consulted. 
This  being  done,  a rough  untoned  print  on  P.  O.  P. 
must  be  made.  By  studying  it  at  a distance  and 
then  closely  we  may  learn  the  chief  defects  of  our 
negative.  A mental  note  should  be  made  of  the 
skin  imperfections,  the  graduations  of  light  and 
shade  and  the  expression  of  the  features. 


Requirements. 


The  requirements  are  few  and 
inexpensive,  especially  if  the  neces- 
sary desk  can  be  made  at  home.  A desk,  a pencil 
holder  with  HHH  leads,  a bottle  of  retouching 
medium,  a retouching  knife,  a red  sable  brush  and 
a sheet  of  the  finest  glass  paper  complete  the  list. 
Many  other  articles  may  be  conveniently  pressed 
into  service,  but  as  these  will  be  found  in  every 
household  they  need  not  be  mentioned  here. 


The  Desk. 


Its  construction  is  not  difficult, 
being  well  within  the  capabili- 
ties of  the  average  amateur  carpenter.  Three 
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pieces  of  wood  will  be  necessary.  Eleven  inch 
deal  boards  are  a standard  size  and  just 
wide  enough  for  our  purpose.  Sections  AB  and 
CD  (Fig.  53)  should  be  about  14  inches  long  and 
section  BC  18  inches.  An  opening  of  4J  square 
inches  should  be  cut  in  the  centre  of  this  latter 
section.  One  inch  below  its 
bottom  edge,  a thin  strip  of 
wood  six  inches  long  is  fixed. 

Struts  are  then  hinged  at  E 
and  F and  made  to  slip  into 
holes  at  G and  H.  The  three 
sections  are  then  fastened 
together  by  four  brass  hinges. 

A piece  of  black  twill,  such 
as  a discarded  focussing  cloth, 
is  then  placed  over  the  desk 
and  allowed  to  hang  down  as 
indicated  by  the  dotted  lines  in  fig.  53.  The  whole 
need  cost  no  more  than  one  shilling  and  sixpence. 

If  the  desk  is  purchased,  do  not  buy  one  with 
various  sized  carriers  that  enable  the  whole  of  a 
negative  to  be  seen  at  the  same  time.  It  is  distract- 
ing and  tiring  to  the  eyes  to  have  the  light  reflected 
through  an  area  larger  than  about  lantern-plate 
dimensions.  We  shall  also  want  to  twist  and  turn 
our  negative  round  to  get  in  different  kinds  of 
strokes.  A carrier  does  not  easily  permit  of  this. 


rfy,  n , , . is  usually  sold  as  a liquid,  but 

The  Rcfouchmg  ^ powder. 

c mm  former  acts  as  an  adhesive 

for  the  lead,  whilst  the  latter  unfortunately 
allows  it  to  be  more  readily  wiped  off.  The 
powder  is,  however,  always  of  the  same  consis- 
tency, never  too  tacky  nor  too  thin.  This  naturally 
cannot  be  said  of  the  former.  It  is  best  used  on 
thin  negatives,  as  it  slightly  increases  the  density. 
All  things  being  considered,  the  beginner  had  better 
use  the  liquid  medium.  Take  a silk  rag,  wrap  it 
round  the  index  finger,  invert  the  medium  bottle, 
remove  the  moistened  cork  and  dab  it  once  or 
twice  on  the  film  side  of  the  negative  just  where 
the  retouching  will  be  done.  Then,  with  the  finger 
tip,  rub  the  medium  in  a circular  direction  until  it 
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Fig.  5. 


On  Salhousb  Bi^oad. 


J,  B.  B.  Wellingtoa. 


INTRODUCTION  TO  RETOUCHING. 


is  almost  dry.  Take  care  to  cover  all  parts  that  will 
be  treated  with  the  pencil,  and  see  that  the  edge  of 
the  liquid  will  not  make  a printable  line. 

When  not  in  use,  the  medium  bottle  should  be 
well  corked,  or  evaporation  will  convert  the  contents 
into  a sticky  substance  totally  useless  for  our  work. 


If  the  medium  is  really  good  it  will  be  found 
expedient  to  apply  it  a few  hours  previous  to 
retouching.  This  will  offer  a delightful  surface  for 
taking  the  pencil. 

If  really  good  medium  is  wished  for,  buy  a well- 
known  brand.  Do  not  be  tempted  to  buy  a 
concoction  that  is  twice  as  cheap  and  four  times  as 
hard  to  work  on.  Some  media  never  thoroughly 
dry,  but  are  always  sticky  when  out  in  the  sun. 
Others  allow  the  pencil  markings  to  be  washed  away 
during  the  varnishing  process.  All  these  kinds  must 
be  guarded  against  or  our  prints  will  surely  be 
ruined. 


The  Pencil, 


The  best  sort  for  our  work  is  the 
holder  with  adjustable  lead.  If  the 
ordinary  wood-cased  pencil  be  used,  we  must  be 
prepared  for  certain  drawbacks,  the  chief  is  that 
the  pencil  being  constantly  trimmed,  the  length 
held  in  the  hand  continually  changes.  This,  of 
course,  helps  to  make  the  touch  uncertain. 


Fig.  54. 


Fig.  55. 


The  lead  should  project  at  least  one  inch  from 
its  holder  (see  figure  54).  Figure  55  shows  the 
method  to  be  avoided,  as  in  this  case  the  hand  would 
obscure  the  view  of  the  tip. 

The  pencil  must  have  a pin-like  point,  in  fact  it 
cannot  be  too  pointed.  It  is  most  conveniently  sharp- 
ened by  being  placed  almost  flat  on  a sheet  of  the 
finest  glass  paper  and  then  gently  rotated.  Figure  56 
shows  the  correct  method,  whilst  figure  57  illustrates 
a favourite  plan  with  beginners,  but  an  entirely 
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wrong  one.  Some  people  work  in  such  a way  that 
their  touch  keeps  the  pencil  automatically  sharpened. 
These  lucky  people,  it  may  be  added,  are  in  a 
minority. 

Fig.  56. 


Fig.  57. 


Position  at  the 
Desk. 


A great  deal  depends  on  how 
we  sit.  Select  an  easy  jjosition, 


but  be  sure  that  the  backbone  is 
erect  and  that  the  shoulders  are  well  back. 
These  precautions  are  specially  necessary  if  con- 
siderable time  is  to  be  spent  at  the  work.  The 
right  elbow  should  be  comfortably  resting  on  the 
table  and  the  wrist  just  below  the  negative. 
To  ensure  this,  it  will  perhaps  be  necessary  to  raise 
either  the  desk  or  the  elbow  by  means  of  books  or 
light  wooden  boxes,  but  comfort  must  be  secured. 

The  desk  will  usually  give  most  satisfaction  when 
the  base  and  the  slanting  board  form  an  angle  of 
70  degrees.  But  what  is  suitable  on  one  occasion 
may  not  be  so  on  another.  Therefore  our  desk  must 
be  provided  with  slots  to  permit  of  the  angle  being 
varied. 

Placed  near  to  the  right  elbow,  there  should  be  a 
sheet  of  fine  glass  paper,  for  the  pencil  will  require 
constant  sharpening.  A small  pad  of  velvet  should 
also  be  at  hand  in  which  the  lead  may  be  rolled  to 
free  it  from  the  small  particles  which  cling  to  the 
point  as  it  is  being  pointed. 

rp,  Y,j  . 4 We  are  often  told  that  a window 

1 i\c  fg^^ing  north  is  most  suited  to  our 

requirements,  for  the  light  will  then  be  more  con- 
stant. A.  more  reasonable  plan  is  to  sit  near  the 
Avindow  that  commands  the  best  light  at  the  par- 
ticular time.  When  that  fails,  remove  the  desk  to 
another  window.  In  fact,  secure  the  best  light 
available,  irrespective  of  whether  it  is  a north  light 
or  otherwise. 
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The  Diffuser. 


If  the  day  is  cloudy  place  a hand-mirror  on  the 
base-board  of  the  desk  and  arrange  it  at  an  angle  so 
that  it  will  reflect  light  on  the  negative.  If  that 
does  not  suffice,  darken  the  room  and  place  a 
lighted  lamp  about  a foot  behind  the  desk.  The 
ruby  lamp,  with  the  glass  removed,  often  proves  to 
be  the  very  thing. 

To  ensure  even  lighting,  a diffuser 
must  be  placed  between  the  nega- 
tive and  the  lamp.  Commercial  diffusers  are  sold 
at  a shilling  or  so,  but  a makeshift  one  may  often  be 
devised.  Any  glass  globe  free  from  pattern  and 
filled  with  water  will  answer  the  purpose. 

Sometimes  the  light  will  be  too  strong  for  the 
eyes.  Then  it  is  necessary  to  pin  a piece  of  tissue 
paper  over  the  opening  in  the  desk. 

,r  . - There  are,  at  least,  six  serviceable 

f r^***^^  forms  of  stippling,  and  the  re- 
o otippimg.  toucher  should  endeavour  to  master 
each.  Figure  20  gives  an  exaggerated  idea  of 
them.  A is  the  most  useful.  It  must  be  under- 
stood, however,  that  in  reality  the  dots  should 
be  placed  so  near  each  other  that  one  cannot 
be  detected  from  another.  Dots,  crosses  and 
commas  (A  C and  E)  are  most  useful  where  round- 
ness has  to  be  suggested,  as  on  the  cheek,  the  chin, 
and  the  forehead.  Cross  hatching  and  straight 
lines  (B  and  D)  are  more  in  keeping  with  the  idea 
of  flatness,  as  under  the  inside  edge  of  the  eyes  or 
on  the  neck.  Curls  as  shown  in  F are  expedient 
where  large  masses  have  to  be  worked  up  quickly. 

Individual  markings  must  be  so  small  and  so 
closely  knitted  together  that  they  only  show  in  toto. 
Remember  that  retouching  marks  should  never  be 
apparent.  If  the  dots  or  commas  are  seen  in  the 
finished  print,  we  may  be  sure  that  our  work  is 
still  unsatisfactory.  If  coarseness  can  be  detected 
in  the  print  and  not  in  the  negative,  then  it  will  be 
advisable  to  retouch  with  the  aid  of  a hand-glass 
until  greater  experience  has  been  attained. 

u * j Tt  *1  loosely  and  lightly.  An  iron  grip 
Hold  the  Pencil  wanted.  ^ If  the  touch  is 

naturally  a light  one,  then  a pencil  softer  than  HHH 
may  be  used  and  so  a small  advantage  secured. 

il 
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Work  with  the  pencil  at  an  angle  of  30°  with  the 
negative,  except  when  making  dots.  With  these  it 
must  be  almost  at  right  angles. 

W h HK  Begin  by  removing  the  skin  marks, 

worEwiin  a then  lessen  the  furrows  or  creases, 
oysicm.  finally  attend  to  the  modelling. 

Do  not,  on  the  other  hand,  work  up  the  skin,  the 
furrows  and  the  modelling  of  one  part  of  the  face 
before  commencing  on  the  other.  It  is  a had  plan 
that  may  lead  to  all  sorts  of  trouble  with  the 
lighting. 

Begin  on  the  top  left-hand  corner  of  the  head,  and 
work  downwards.  In  this  way  we  are  never 
hindered  from  seeing  just  how  our  work  is 
progressing. 

Do  not  stop  in  one  place  too  long.  Be  continually 
taking  rough  prints  of  the  different  stages  of  the 
work.  What  to  aim  at  and  what  to  avoid  will  then 
be  quickly  learned. 

rp,  ^ ^ One  very  important  part  of  the 

e r eat^res.  retoucher’s  business  is  to  be  able 
to  sum  up  the  merits  and  demerits  of  the  negative 
he  is  about  to  improve.  He  must  be  able  to  tell 
almost  at  a glance,  what  are  the  salient  points 
that  give  the  sitter  his  exjDression  and  he 
must  know  how  to  modify  that  expression  if  needs 
be.  The  sitter  who  feels  over-con- 
scious when  his  photograph  is  be- 
ing taken,  usually  contracts  certain 
muscles  around  the  corner  of  his 
lips  and  raises  his  eyebrows.  The 
mouth  is  easily  set  right,  but  with 
the  eyebrows  the  remedy  is  not 
quite  so  obvious.  Figure  58  repre- 
sents the  eyebrow  in  its  usual  and 
59  in  its  astonished  shape.  Note 
that  the  crest  is  more  elevated  and 
that  the  inside  lower  ends  are 
nearer  together  than  usual.  Fig.  60 
shows  how,  by  cutting  off  the  two 
corners,  and  lowering  the  upper  Fig.  eo. 

crest,  we  may  bring  the  eyebrow 
hack  to  its  normal  shape.  The  beginner  must 
remember  that  in  a positive  the  black  marks  show 
white. 


Fig.  59. 
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Fig.  6.  J.  B.  B.  Wclliflgton. 
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Fig.  7, 


J.  B.  B.  Wellington. 
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The  Chief 
Lines  of  the 
Features 


are  formed  by  the  eyebrows,  the 
mouth  and  the  nose.  To  modify  an 
expression  we  must  modify  these. 
If  the  face  is  too  sad,  then  a 
slight  upturned  twist  of  the  mouth  will  improve 
matters.  If  it  is  too  smiling,  then  the  reverse  holds 
good  and  the  mouth  must  be  turned  down.  If 
we  wish  a face  to  be  in  repose,  that  is,  to  seem  neither 
smiling  nor  looking  cross,  then  the  main  lines  should 
be  kept  straight,  neither  curled  up  nor  down. 
Remember  that  the  least  alteration  will  usually 
suffice. 


A look  of  astonishment  may  be  almost  entirely 
removed  by  softening  the  creases  of  the  forehead. 
The  continuity  of  the  furrows  should  be  broken  up, 
but  not  completely  eradicated.  If  they  are  taken 
away  altogether  then  astonishment  will  give  place  to 
simplicity  which  is  more  undesirable  still. 


It  is  well  to  note  that  the  lightest  parts  of  the  face, 
^.e.,  those  that  are  the  darkest  on  the  negative  are  (a) 
the  line  down  the  nose  ; (b),  the  central  space  above 
the  upper  lip  ; (c),  sometimes  a small  portion  of  the 
chin  ; and  (d),  a tiny  patch  high  up  on  the  cheekbone. 
These  parts  must  therefore  be  kept  the  darkest  of 
the  negative.  Under  no  circumstances  should  other 
patches  be  worked  up  to  appear  equally  dark. 

The  shadows  should  also  be  noted.  They  come 
under  the  eyes,  the  nose  and  the  underlip.  As  a 
rule,  they  will  need  softening  and  graduating,  but 
never  entirely  removing.  If  too  much  pencil  work 
is  done  on  them,  an  unnatural  expression  may 
result.  Sometimes  these  shadows  are  not  strong 
enough.  Then  it  will  be  a wise  plan  to  strengthen 
the  lights  all  around  and  so  relatively  darken  them 
in  the  positive. 

The  line  running  under  the  eye  must  never  be 
obliterated.  Without  it  the  face  would  seem  devoid 
of  interest  and  flat.  If  there  are  other  lines  as  well, 
due  perhaps  to  age  or  sufPering,  they  may  be  re- 
moved either  partly  or  altogether.  It  will  be 
unwise  to  work  too  near  the  lips,  for  by  so  doing  a 
harsh  and  unnatural  line  is  bound  to  come  at  the 
edge  of  the  red  colouring. 
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roL  ® • must  not  hope  to  put  all  these 

The  Beginner  points  into  practice  at  once.  He 

should  note  them  and  reason  them  out  with 
the  assistance  of  a portrait  negative.  In  actual 
work,  he  should  confine  his  first  attempts  to 
softening  the  harsh  lines  and  graduating  the 
abrupt  shadows  which  a faulty  light  may 
have  occasioned.  Later  on,  he  may  profitably 
attend  to  the  modelling  of  the  face,  rounding  the 
cheeks,  smoothing  the  forehead  and  filling  out  the 
hollows.  He  must,  however,  be  extremely  careful 
that  he  does  not  add  too  much  lead  to  the  negative 
and  so  rob  the  face  of  its  life  and  character.  This 
is  probably  the  most  frequent  mistake  in  the  whole 
art  of  retouching. 


He  should  select  a negative  of  a middle-aged 
person.  Extremes  present  unnecessary  difficulties. 
A child’s  face  will  require  very  fine  markings,  only 
such  as  could  be  produced  by  a tutored  hand, 
whilst  it  will  be  hard  to  work  up  an  aged  face 
without  depriving  it  of,  at  least,  some  of  its  years. 
Fig.  11  shows  the  best  size  head  to  learn  on.  Larger 
or  smaller  ones  lead  to  other  troubles. 


A mirror  should  be  at  hand  to  study  the  features. 
From  it  we  may  learn  the  position  of  certain 
muscles  and  the  peculiarities  of  the  skin — things 
which  we  never  noticed  until  retouching  became 
of  interest. 


A R k ’ S'  should  be  but  lightly  gone  over. 
A oaby  s sf  acc  trace  of  the  stippling  may  on 

any  account  show.  The  light  running  down  the 
nose  should  not  be  lengthened,  as  is  often  done 
with  middle-aged  people,  or  a careworn  expression 
will  result. 


rp.  The  high-light  just  mentioned,  ex- 

ine  iMosc.  tending  from  the  bridge  down- 

wards, may  be  projected  a little  nearer  to  the  tip 
in  the  case  of  short-nosed  people.  Some  of  the 
lighting  is  thus  sacrificed  to  secure  better  propor- 
tioned features. 


Freckles. 


Do  not  stipple  over  freckles,  for 
this  will  not  only  remove  them, 
but  will  take  away  part  of  the  likeness  as  well. 

14 
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The  correct  plan  is  to  dot  out  each  freckle  singly, 
holding  the  pencil  at  right  angles  to  the  negative. 
It  means  a great  deal  of  work,  but  it  is  the  only  way. 

To  retouch  without  a retouching 
knife  is  like  sketching  without 
a piece  of  india-rubber.  Some  writers  would 
limit  its  use  to  the  advanced  worker,  but  every 
person  who  wields  the  pencil  should  possess  a 
knife  and  use  it.  Figure  61  shows  a useful  tj^e. 


The  Knife. 


a— ^ 

The  end  A is  intended  for  scraping  or  peeling, 
while  B is  for  picking  out  the  whites  of  the  eyes 
or  any  undesirable  dots  in  the  film.  The  knife  is 
gripped  in  a wooden  holder,  just  as  the  lead  is. 

The  film,  to  be  worked  on,  should  be  perfectly 
dry,  but  a little  tacky  medium  rubbed  on  the  day 
previous  is  sometimes  an  advantage.  The  knife 
should  shave  up  the  film  just  as  a sharp  chisel  does 
wood.  If  it  tears  through  the  negative  or  only 
scratches,  then  it  is  probably  blunt  and  will  require 
careful  sharpening.  Do  this  first  on  an  oilstone  and 
then  on  a razor  strop.  Do  it  often,  for,  like  the 
pencil,  it  cannot  be  kept  too  sharp. 

The  knife  is  useful  for  rounding  off  square  faces, 
removing  ugly  creases  in  dresses,  obliterating  un- 
tidy hairs,  and  even  reducing  the  dimensions  of 
ladies’  waists.  In  more  advanced  practice  it  is 
possible  to  take  out  a secondary  impression  of  a 
slightly  moved  face  and  to  add  even  elaborate 
detail  where  necessary.  This  latter  is  done  in 
conjunction  with  the  pencil,  the  knife  furnishing 
the  light  parts  and  the  lead  the  darker  ones.  It  is 
well  to  note  that  if  too  much  film  is  at  any  time 
removed,  it  may  always  be  made  up  again  by  pencil 
markings.  But  prevention  is  better  than  cure,  so 
do  not  attempt  to  shave  off  all  that  is  desirable  in 
once.  Go  lightly  over  the  parts  several  times. 

A suitable  knife  costs  about  a shilling.  The 
practical  photographer,  however,  will  be  able  to 
make  one  out  of  a stout  knitting  needle  for  next  to 
nothing.  The  home-made  article,  we  must  remember, 
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will  require  sliarpening  very  frequently.  The  scalpel 
made  from  an  ordinary  |3enknife  blade  has  usually 
too  broad  a business  end. 

All  this  work  is  naturally  done  at  the  desk. 


Pinholes 

In  selecting 


must  be  spotted  out  with  a No.  2 
red  sable  (cost  about  sixpence), 
a brush,  care  should  be  taken  to 
choose  one  with  a perfectly  tapering  point, 
one  that  is  springy  and  elastic.  The  most  useful 
paints  are  black  and  amber  (moist  water  colours, 
not  oils).  The  brush,  only  slightly  moistened, 
should  be  rolled  along  the  cake  of  paint  or  on 
the  palette  to  ensure  a good  point.  It  should  be 
held  almost  at  right  angles  to  the  negative.  If 
the  paint  goes  all  round  the  hole  and  not  in  it  then 
the  colour  is  probably  too  liquid.  Wipe  it  off  and 
begin  again  with  the  paint  much  more  tacky.  If 
practice  is  badly  wanted,  make  a number  of  pin 
pricks  in  a discarded  negative  and  work  them  out. 
Pinholes  in  the  thinner  parts  of  the  film  should  not 
be  filled  in,  for  they  seldom  show  in  the  print. 
Hence  the  cure  might  be  worse  than  the  complaint. 


Brush  Work. 


Many  negatives  have  the  unhappy 
knack  of  printing  unevenly.  By 
the  time  the  hair  is  fully  apparent,  the  pattern  of 
the  lace  collarette  has  only  begun  to  be  visible. 
Take  a small  sable  and  a soft  blunt  pencil  and 
work  up  the  details  of  the  hair,  the  lace,  or  what- 
ever parts  are  unsatisfactory.  A great  improve- 
ment may  be  effected  in  a few  minutes.  We  must 
be  careful,  however,  that  we  do  not  supply  a sharp 
pattern  everywhere.  Parts  may  be  sharp  it  is 
true,  but  others  will  be  indistinct.  These  we  must 
not  overlook. 


Landscape 

Retouching. 


For  some  strange  reason  many 
workers  limit  retouching  to  por- 
traits. Landscape  pictures  are 
often  materially  improved  by  means  of  a little 
pencilling.  A dark  shadow  may  easily  be  softened, 
a telegraph  pole  or  lamp-post  totally  eradicated, 
detail  added  to  architectural  subjects  and  glaring 
portions  toned  down.  The  method  of  procedure  is 
exactly  the  same  as  for  portrait  work.  Rather  more 
medium  than  usual  will,  however,  be  required. 

1(3 


>.  Wellingtoa, 


Fig-  9.  C.  H.  H. 

Portrait  taken  with  a soft  focus  lens,  and  scarcely  touched 
with  the  retouching  pencil. 


INTRODUCTION  TO  RETOUCHING, 


u . rr  1,  is  a Simple  matter.  A liberal  supply 
of  medium  is  worked  on  as  de- 
the  Kctouchmg  g^ribed  in  an  ^ earlier  paragraph, 
and  the  pencil  marks  very  rapidly  disappear. 

To  rub  off  some  of  the  retouching  is  a difficult,  if 
not  an  impossible,  performance.  Take  a knitting 
needle,  wrap  a rag  round  it  smeared  with  medium, 
and  pick  out  the  offending  parts.  Sometimes  the 
right  amount  may  be  cleared  away,  but  it  is  usually 
a matter  of  chance.  Therefore  do  not  depend  on 
this  as  a remedy  for  careless  work. 

^ ...  is  a very  necessary  operation  where 

V arnishmg  retouched  negatives  are  concerned. 

By  the  time  a dozen  prints  have  been  taken  from 
a non-varnished  negative,  the  lead  will  be  found 
to  have  considerably  diminished  in  quantity.  Do 
all  the  retouching  on  the  film  itself,  afterwards 
varnish,  and  if  any  of  the  markings  disappear 
in  the  process  (as  will  probably  happen),  finish 
off  once  more,  this  time  on  the  fresh  surface. 
How  to  apply  the  solution  was  the  subject  of 
a chapter  in  “After  Treatment  of  the  Negative” 
{Practical  Photographer,  No.  7,  page  26).  Refer- 
ence should  be  made  to  that  number.  One  pre- 
caution only  need  be  mentioned  here.  Do  not 
pour  the  varnish  exactly  on  to  the  retouched  parts. 
Run  it  on  to  the  film  slightly  to  one  side  and  then 
tilt  the  plate  as  required.  Neglecting  this  precaution 
may  result  in  the  markings  being  washed  away. 

™ . 4k  often  helpful.  Thin  negatives 

Working  on  the  gp^^jq  ]30  flooded  on  the  glass  side 
Back  o the  with  matt  varnish.  Where  the  film 
IMcgaiivc  already  thick  enough,  it  should 

be  scraped  away,  and,  where  it  is  still  too  thin, 
powdered  crayon  worked  in  with  a large  paper 
stump.  A pattern  may  readily  be  made  with  it  if 
desired. 

A 4*  u Do  "not  pass  over  the  same  parts 

A lew  Bon  ts.  negative  too  often.  After 

a while  the  pencil  will  slip,  and  the  film  will 
refuse  to  hold  more  lead. 

Do  not  print  from  retouched  negatives  in  bright 
sunshine  or  too  near  the  gas  flame.  A coarse 
patchy  print  would  result. 
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Do  not  forget  to  rub  negatives  intended  for  re- 
touching with  a pad  of  cotton  wool  on  removing 
them  from  the  washing  tank.  They  may  be 
gritty  and  hard  to  work  on  otherwise. 

And  in  conclusion,  do  not  forget  that  retouching 
must  never  show,  {Vide  Figs,  11-18). 


Retotsehing. 

rx*i 


By  C.  H.  HEWITT, 


A 


PRELIMINARY  inquiryinto  the  matters 
which  produce  the  necessity  for  retouch- 
ing negatives  will  enable  many  workers 
to  dispense  with  its  aid,  and  others  to  do 
much  less  on  the  negative  than  is  usually 
considered  necessary.  In  the  first  place, 
let  us  bear  in  mind  that  when  we  look 
at  the  human  face  we  do  not  gaze  at  it  intently, 
with  a view  to  discover  the  minute  spots  and  freckles, 
the  tiny  moles  and  differences  in  colour,  or  the  grain 
of  the  skin.  We  take  in  the  face  as  a tvhole,  with 
its  setting  of  hair  and  dress,  and  the  constant  play 
of  the  facial  muscles  forming  the  varied  expressions 
attracts  our  attention  much  more  than  the  minutiae 
of  detail.  Colour,  too,  which  goes  so  far  in  the 
majority  of  faces  to  produce  charm,  is  noticed  by 
most  people  much  more  than  form.  In  the  photo- 
graph the  play  of  the  muscles  is  necessarily  absent 
— the  face  is  frozen,  as  it  were,  and  of  course  colour 
is  absent.  Even  if  the  happiest  expression  is  secured, 
we  have  only  one  expression,  and  there  is  not  the 
constant  (though  generally  un though t-of)  expecta- 
tion of  a change,  a fresh  glance,  or  a rippling  smile. 
Hence  in  the  photograph,  by  the  elimination  of 
many  of  the  things  we  expect  and  usually  see  in 
the  face  itself,  what  remains  is  emphasised  and 
brought  prominently  to  our  notice. 

18 


RETOUCHINO. 


I , Again,  as  all  know  who  have  had 

incorrect  niuch  photographic  experience,  the 

p ° ordinary  plate  fails  to  give  a reason- 

Kendermg.  ably  correct  rendering  of  the  rela- 
tive colours  in  the  face.  Reds  and  yellows  come 
much  too  dark,  and  tan  and  sunburn  always  present 
difficulties.  The  ortho  chromatic  plate  corrected  for 
colour  by  means  of  a suitable  light  filter  does  much 
to  give  the  various  colours  of  the  flesh  their  proper 
relative  values,  and  so  removes  the  need  in  retouch- 
ing the  negative  of  correcting  tone  values.  But  it 
must  not  be  supposed  that  the  portrait  negative  on 
a colour-corrected  plate  requires  no  retouching,  or 
even  much  less  work  than  one  on  an  ordinary 
plate. 


Sharp 

Definition  given 
by  the  Lens. 

the  production 


The  two  principal  reasons  why  a 
considerable  amount  of  retouching 
is  necessary  are  in  my  opinion, 
(based  on  many  years’  experience  in 
of  portrait  negatives),  the  sharp 
definition  given  by  the  lenses  usually  employed,  viz., 
the  portrait,  rectilinear,  or  aplanat  and  anastigmat 
lenses,  and  exposures  erring  on  the  side  of  under- 
timing. To  the  worker  who  desires  to  produce 
portraits  with  as  little  retouching  as  possible  I 
would  say,  then,  employ  a lens  giving  a slightly 
softened  definition,  and  take  care  to  give  always 
what  has  been  called  a properly  full  exposure.” 

HA  n I This  question  of  exposure  may 

Full  Exposure.”  be  tested  by  taking  two 

^ negatives  of  the  same  sitter  in  the 

same  position.  Assuming  the  “ correct  ” exposure 
to  be  one  second,  give  to  one  plate  about  one-third 
of  a second  and  to  the  other  plate  fully  two  seconds. 
Develop  the  plates  separately,  taking  care  to  keep 
the  shorter  exposure  rather  thin.  Then  intensify 
this  one,  and  when  dry  print  both  negatives.  The 
resulting  prints  should  for  ever  prevent  the  error 
of  under-exposing  a portrait  negative,  unless,  of 
course,  under  such  circumstances  as  render  a full 
exposure  quite  impossible.  With  regard  to  the 
lens,  probably  the  best  lens  the  portraitist  can  em- 
ploy is  a single  landscape  lens  working  at  an 
aperture  of  at  least  //8.  Such  lenses  may  be  had  at 
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Normal 
Lighting  shows 
up  Skin 
Roughness. 


very  reasonable  prices,  a 10x8  lens  of  14  inches 
focus  costing  about  25s.,  and  being  an  admirable 
lens  for  cabinet  portraits.  Fig.  9,  a portrait  made 
with  a telephoto  lens,  has  not  been  retouched  at  all 
in  the  ordinary  sense  of  the  word,  but  about  one 
minute  was  spent  in  slightly  softening  one  or  two 
shadows. 

These  two  questions  of  sharp  defi- 
nition and  short  exposure  to  some 
extent  are  linked  together.  The 
lighting  required  to  give  roundness 
and  modelling  to  an  ordinary  head 
is  usually  so  strong  that  every  little  roughness  or 
irregularity  on  the  skin  throws  a shadow  almost 
equal  in  strength  to  the  shadow  on  that  side  of  the 
head  away  from  the  light.  In  some  parts  of  the 
face  light  may  be  reflected,  say  by  the  nose,  which 
will  soften  these  tiny  shadows,  but  over  much  of 
the  face  they  will  be  present.  Each  little  hollow 
in  the  skin  will  appear  like  a crater,  each  little 
lump  like  a hillock,  if  the  negative  be  examined 
with  a magnifier.  The  slight  diffusion  recom- 
mended spreads  the  light  from  the  lighted  portions 
over  these  tiny  shadows,  and  so  equalizes  matters, 
though  at  the  same  time  the  general  force  of  the 
larger  masses  of  shadow  is  retained. 

™ . So  far  the  question  of  the  wrinkles 

nnK  es.  ^ been  mentioned. 

All  people  in  and  past  middle  age  have  to  a greater 
or  less  extent  lines  caused  by  care,  worry,  or  thought, 
and  most  of  them  like  these  evidences  of  advancing 
years  to  be  as  little  apparent  as  possible  in 
their  portraits.  The  reasons  given  in  the  first 
paragraph  with  regard  to  grain  of  skin  and  colour 
differences  operate  also  with  regard  to  wrinkles 
When  a face  is  continually  moved  in  relation  to 
the  source  of  light  we  do  not  notice  the  wrinkles 
so  much,  because  one  moment  they  are  there,  and 
the  next  either  modified  by  a change  of  expression 
or  rendered  less  noticeable  by  a different  illumina- 
tion. Suitable  lighting  should  always  minimize  the 
wrinkles  which  are  least  conducive  to  beauty,  and 
it  should  be  borne  in  mind  that  if  the  character  of 
the  face  is  to  be  retained  the  wrinkles  must  not 
be  obliterated,  but  merely  softened. 
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Fig.  14.  Stanley  C.  Johnson. 

Fig.  II.  Print  from  untouched  negative.  Fig.  15.  Excessive  creasing  of  the  forehead. 

,,  12.  Print  from  same  negative  after  retouching.  ,,  16.  The  same  after  retouching, 

I4.  Shows  retouching  required  to  convert  A to  B.  ,,  17.  Eyes  showing  false  lights 

,,  15.  Marking  due  to  improper  application  of  medium.  18.  The  same  reduced  with  tbe  knife. 


RETOUCHING. 


What 


So  far,  it  may  be  remarked,  we 
n , . have  been  learning,  not  how  to 

Ketouching  is.  i^etouch,  but  how  to  avoid  retouch- 
ing. And  as  retouching  merely  exists  to  remove  or 
modify  certain  defects,  it  is  manifestly  better  to 
see  that  there  are  as  few  defects  as  possible  to 
remove.  Retouching  should  never  he  done  for  its 
own  sake.  Retouching  may  be  defined  as  a correc- 
tion of  defects  by  pencilling  or  scraping  the  film, 
or  by  pencilling  on  the  back  or  glass  side  of  the 
negative.  Carried  further,  it  may  remove  or  par- 
tially remove  unpleasant  facts  which  are  not  really 
photographic  defects,  such  as  freckles  or  spots 
temporarily  on  the  face,  or  warts,  moles  or  other 
excrescences  permanently  there.  Pronounced  fur- 
rows may  be  softened,  the  shape  of  features  modi- 
fied, noses  straightened,  mouths  reduced,  hair  added 
or  removed,  moved  portions  may  be  sharpened  and 
faulty  fitting  clothing  put  right.  Carried  to  excess, 
either  by  the  demand  of  foolish  sitters  or  by  the 
ignorance  of  uneducated  retouchers,  it  may  destroy 
all  character  and  even  in  some  cases  every  vestige 
of  likeness. 


^ , The  materials  and  tools  have  been 

Materials  dealt  with  in  another  chapter,  but 

n^uired  tor  j should  like  to  supplement  and 
^ modify  this  advice  as  suggested  by 

my  own  experience.  I find  a large  desk  most  con- 
venient. The  slope  on  which  the  negative  is  placed 
should  be  about  18  or  20  inches  square.  The  worker 
is  not  then  so  cramped  and  has  more  space  on 
which  to  rest  the  forearm.  I prefer  the  desk  on 
a firm  table  or  bench  of  good  size,  and  so  arranged 
that  the  elbow  rests  on  this  firm  bench.  The 
position  of  the  negative  should  then  be  such  that 
the  hand  easily  reaches  it.  The  arm  is  not  then 
fatigued,  and  all  the  motion  is  from  the  wrist  and 
more  still  from  the  fingers.  I prefer  the  slope  of 
the  desk  to  be  a sheet  of  clear  glass,  covered 
with  a piece  of  thin  card  or  stout  brown 
paper  attached  to  the  framework  with  drawing 
pins.  In  this  card  or  paper  the  four  - inch 

hole  may  be  cut  at  the  proper  place.  A 
movable  rebated  slip  can  be  laid  across  on  pegs,  so 
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that  the  negative  may  be  raised  or  lowered  as 
required.  Occasionally  such  work  is  required,  gene- 
rally on  the  back  of  either  portrait  or  landscape 
negatives,  as  necessitates  the  whole  of  the  negative 
being  seen,  and  it  is  then  that  the  advantage  of 
the  sheet  of  glass  and  the  easily  movable  thin  card 
is  apparent.  A sheet  of  clean  white  blotting  paper 
is  by  far  the  best  reflector,  and  any  negative  which 
is  too  dense  to  allow  suflicient  light  from  such  a 
reflector  to  be  transmitted  through  it  should  be 
reduced. 


Medium. 


There  are  several  good  makes,  but 
they  need  using  differently.  One 
make  appears  to  consist  principally  of  Canada 
Balsam  dissolved  in  benzole.  This  should  be 
applied  with  a piece  of  well- washed  linen  rag,  say 
an  old  handkerchief,  and  when  nearly  dry  rubbed 
smartly  with  the  rag.  This  friction  gives  the 
necessary  tooth.  The  negative  after  the  medium 
has  been  applied  should  not  feel  “tacky.”  Another 
make  resembles  resin  dissolved  in  pure  turpentine. 
This  is  best  applied  with  the  finger  ti]p,  using  no 
rag,  but  smearing  the  medium  as  thinly  as  possible 
over  the  negative.  Many  workers  prefer  to  employ 
finely  powdered  pumice  or  powdered  cuttle-fish 
bone,  abrading  the  film  slightly  by  applying  this 
with  the  finger  tip.  This  is  somewhat  apt  to  pro- 
duce an  unevenly  abraded  surface,  and  unless  care 
be  exercised  the  film  may  work  greasy  in  places. 
Some  photographers  employ  a negative  varnish 
which  gives  a toothed  surface,  but  as  a rule  it  is 
better  to  get  the  bulk  of  the  work  on  the  film  and 
protect  from  friction  by  the  varnishing  of  the 
negative. 

p ..  For  more  advanced  work  several 

rcncils.  pencils  are  an  advantage.  The 

harder  pencils  are  of  use  for  very  thin  negatives 
and  for  small  heads ; a finely-pointed  pencil  is  of 
little  use  on  a three  or  four-inch  head.  In  such 
cases  an  H or  even  HB  may  be  used,  keeping  it 
rather  sharper  than  as  ordinarily  carried  in  the 
pocket.  Some  workers  employ  a broadened  or 
wedge-shaped  point  in  working  large  heads.  For 
ordinary  cabinet  heads  of  about  an  inch  and  a-half 
an  HH  is  amply  hard  enough.  A BB  or  even  BBB 
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Knife. 


is  very  useful  for  working  on  the  matt  varnish  or 
mineral  paper  on  the  back  of  the  negative  when 
this  supplementary  work  is  required. 

The  knife  is  a very  important  tool. 
No  retouchers  knife  or  scraper  I 
have  seen  is  at  all  satisfactory.  The  best  instru- 
ment I have  used  is  a surgeon’s  vaccination  lancet. 
It  possesses  a suitably  curved  edge  and  a nicely- 
rounded  poin  t,  so  that  large  or  small  areas  may  be 
scraped  at  will.  In  using  it  it  must  be  held  at  right 
angles  to  the  film.  A fine  hone  or  oilstone  must  be 
kept  on  which  to  sharpen  it,  and  a razor-strop  for 
finishing  off  is  an  advantage.  If  not  an  adept 
at  sharpening  such  instruments,  a barber  would 
probably  sharpen  it  in  the  same  way  that  he  sets 
a razor. 

\/ff  V " k broader  effects  of  retouching 

^^1^*  may  generally  be  best  done  on  the 

ar  Mineral  back  of  the  negative.  To  hold  this 

raper.  work  it  is  necessary  to  coat  the 

glass  side  with  matt  or  ground-glass  varnish,  or  to 
affix  a sheet  of  papier  mineral.  Matt  varnish  is 
best  if  many  little  patches  have  to  be  scraped  off 
again  where  there  are  dense  portions  of  the 
negative.  Care  should  be  taken  not  to  let  the 
varnish  get  too  thick.  As  little  as  possible  should 
be  poured  over  the  cold  negative,  and  it  must  be 
flowed  over  to  the  corners  rapidly,  or  uneven 
markings  will  occur.  Mineral  paper  should  be  cut 
to  size,  damped,  and  the  edges  of  the  negative 
coated  with  gum  or  seccotine,  the  paper  being  then 
laid  on  and  smoothed  down.  When  dry  it  will  be 
tight  and  ready  for  pencil  or  brush  or  stump  work. 
Beware  of  using  mineral  paper  or  matt  varnish 
with  very  thin  negatives  ; a slight  mottled  effect  is 
almost  sure  to  manifest  itself.  Where  a negative 
is  denser  and  takes  longer  to  print  this  is  not 
apparent.  For  such  thin  negatives  a sheet  of 
finely-ground  celluloid  is  preferable  and  it  is  not 
expensive. 


Methods 

Work. 


of 


Having  all  our  materials  at  hand 
and  the  negative  ready,  let  us  apply 
the  medium  as  described  and  then, 
placing  the  plate  on  the  desk,  commence  work. 
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Remembering  the  rule  laid  down,  that  retouching 
should  never  be  done  for  its  own  sake,  we  must 
determine  what  we  are  going  to  take  out  and  what 
we  are  going  to  put  in.  If  the  portrait  has  been 
taken  on  a good  plate,  thickly  coated  and  possess- 
ing plenty  of  latitude,  and  if  the  lighting,  exposure 
and  development  have  all  been  satisfactory,  we 
shall  find  the  high-lights  sufficiently  indicated  and 
the  shadows  not  too  heavy.  Such  a normal  nega- 
tive should  be  used  for  the  first  attempts.  Later  on 
defective  lighting  and  modelling  may  be  remedied. 

Tk  “T  k”  Personally  I do  not  believe  in  teach- 
i he  ouch.  particular  “ touch,” but  think 

it  better  to  let  each  worker  develop  his  own.  The 
old-fashioned  method  of  making  dots  is  not  very 
satisfactory.  Such  retouchers  used  to  be  known  as 
“ negative  punchers,”  and  the  term  was  not  used  in 
a complimentary  sense.  The  employment  of  multi- 
tudinous little  “commas”  tends  to  an  ivory  texture 
that  is  not  satisfactory.  In  my  own  work  I always 
use  a number  of  almost  straight  short  strokes  run- 
ning in  all  directions.  Fig.  21  shows  on  a large 
scale  what  I mean.  Each  stroke  is  made  inde- 
pendently of  any  rule,  but  simply  to  fill  in  a light 
patch.  In  many  cases,  and  usually  where  a good 
deal  of  work  is  required,  this  is  varied  by  not  taking 
the  pencil  off  the  negative  at  all,  the  magnified 
example  in  Fig.  22  appearing  just  like  scribbling. 
Let  me  hasten  to  say  that  this  touching  in  all 
directions  and  also  the  “ scribbling  ” is  not  done 
vaguely,  but  each  place  the  pencil  touches  is  defi- 
nitely in  need  of  blacklead  for  the  production  of 
the  desired  effect.  The  beginner  will  work  slowly, 
making  each  stroke  or  “ scribble  ” independently  ; 
the  expert  works  more  rapidly,  and  almost  uncon- 
sciously avoids  putting  lead  where  it  is  not  wanted. 


. While  in  general  it  may  be  stated 

Uorrec  that  a light  touch  is  required,  this 

ressyrc.  only  so  at  commencing.  It  may 

be  better  to  put  on  too  little  lead  than  too  much ; 
but,  on  the  other  hand,  it  is  not  possible  to  go  over 
the  negative  again  and  a, gain,  for  it  will  be  found 
that  before  long  the  film  has  become  so  shiny  that 
no  more  lead  can  be  ajjplied,  the  film  having  lost 


Fig.  19. 


The  Story  Teller 


H.  S.  Prince. 


Negative  much  overtouched.  Shadows  softened  too  much. 
Lines  under  eyes  obliterated.  Mouth  too  small.  Character 
removed. 
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all  its  tooth.  Consequently  it  is  well  to  determine 
how  much  lead  is  required,  and  to  apply  it  almost 
at  once.  This  amount  of  skill  can  only  come  by 
practice,  and,  of  course,  even  then  it  is  often  neces- 
sary to  work  twice  over  the  same  place.  But  the 
pressure  applied  to  the  pencil  varies  very  consider- 
ably, and  on  the  same  negative  it  is  frequently  an 
advantage  to  use  an  H pencil  for  some  parts  and 
an  HH  for  others,  using  the  softer  pencil,  of  course, 
where  most  lead  is  required. 


Early 

Attempts. 


In  the  first  few  essays  it  will  he 
wiser  to  begin  by  carefully  remov- 
ing the  small  blemishes  and  rough- 
nesses of  the  skin,  bearing  in  mind  always  that 
every  touch  of  the  pencil  removes  the  photographic 
skin  texture  to  some  extent.  If  the  surface  is  made 
to  appear  too  smooth  we  shall  have,  instead  of  a 
representation  of  fiesh,  something  more  like  ivory 
or  polished  marble  in  appearance.  To  work  out 
freckles  the  point  of  the  pencil  should  be  placed  in 
the  freckle  and  the  stroke  made  in  any  direction, 
as  illustrated  in  Fig.  21.  If  the  head  is  of  fair  size 
(and  such  heads  afford  by  far  the  most  useful  prac- 
tice), it  will  be  found  that  several  of  these  short 
strokes  will  be  needed  to  obliterate  each  freckle. 
After  the  roughnesses  have  been  worked  out  over 
the  whole  of  the  face  we  may  pass  on  to  consider 
what  is  next  to  be  done.  Keep  the  head  well  back 
from  the  negative,  at  a distance,  say,  of  12  inches  if 
the  sight  is  normal,  and,  instead  of  looking  at  some 
particular  part  of  the  face,  take  a comprehensive 
p ...  - glance  at  the  whole.  It  will  no 

osi  ion  ol  doubt  be  found  that  the  face  is 

vvorKcr.  patchy.  Although  the  tiny  irregu- 

larities have  been  obliterated,  there  is  a “dirty” 
appearance.  By  means  of  somewhat  longer  and 
lighter  strokes  this  patchiness  must  be  removed. 
It  is  most  important  not  to  get  too  close,  or  it  will 
be  found  impossible  to  get  rid  of  patchiness.  While 
this  is  being  done  attention  may  be  gi  ven  to  the 
removal  or  softening  of  wrinkles  or  furrows.  Some 
of  the  lines  must  be  almost  obliterated,  whilst  others 
require  merely  a few  touches.  In  softening  furrows 
care  must  be  exercised  to  carry  the  pencilling  deli- 
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cately  from  shadow  to  high-light,  so  that  there  is  no 
place  where  the  pencilling  may  be  said  to  stop. 


^ j,  ...  The  negative  should  now  be  practi- 

odel  ii\g.  cally  finished,  but  it  will  perhaps 

be  found  that  just  a touch  of  “ sparkle”  is  required. 
The  high-lights  need  reinforcing  slightly.  They 
will  be  indicated  in  the  negative,  as  we  assume  it 
to  be  a good  one,  and  the  positions  they  occupy 
should  be  carefully  noted,  so  that  when  a really 
flat  negative  comes  to  be  handled  they  may  be  put 
in  correctly.  Of  course,  the  contour  of  each  face 
varies,  hut  thought,  combined  with  previous  obser- 
vation and  experience,  will  enable  any  average  face 
to  be  correctly  modelled.  Do  not  make  these  tipped 
high-lights  too  strong  or  too  large.  The  lights 
that  usually  require  strengthening  are  those  on 
the  forehead,  the  bridge  and  tip  of  the  nose,  the 
cheek-bone,  the  lip  and  the  chin.  There  are  many 
other  little  sparkling  lights  in  a well-illuminated 
head,  but  they  should  not  require  reinforcing,  and 
care  should  always  be  taken  in  working  not  to  lose 
these  delicate  lights.  It  is  one  of  the  worst  faults 
of  most  cheap  photographic  portraits  that  all  the 
delicacy  of  modelling  is  removed  by  thoughtless 
and  ignorant  stipplers.  The  price  paid  for  such 
work  is  so  low  that  the  professional  cannot  afford 
a high  salary  for  his  retoucher,  and  much  know- 
ledge of  art  and  anatomy  cannot  be  expected  for  a 
few  shillings  a week. 


In  Figs.  26  and  27  we  have  a negative  un- 
retouched and  retouched  in  part.  The  work  has 
been  done  somewhat  coarsely,  so  that  it  may  show 
fairly  well  after  reproduction  by  the  half-tone  pro- 
cess ; but  in  all  the  illustrations  it  must  be  remem- 
bered that  the  grain  of  the  screen  tends  to  minimize 
the  roughness  of  tiie  original  unretouched  portrait 
by  breaking  up  the  tones.  The  principle  is  the 
same  as  that  of  the  Strauss  stipiDle  plate,  a dotted 
screen  made  through  which  a portrait  was  taken. 
If  Fig.  27  is  held  close  the  strokes  of  the  retouching 
may  be  seen,  while  if  it  is  held  away  only  the 
general  effect  of  the  work  should  be  apparent. 
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, , A , j After  sufficient  experience  and  dex- 
More  Advanced  have  been  acquired  to  enable 

the  work  above  described  to  be 
properly  executed,  the  student  will  want  to  proceed 
with  problems  of  greater  difficulty.  A great  deal 
may  be  done  to  improve  a negative  as  a portrait 
and  from  a pictorial  point  of  view  by  broad,  general 
work  before  any  retouching  proper  is  begun. 
Hands,  portions  of  drapery,  or  accessories  which 
are  too  light  in  the  trial  print  may  be  rubbed  down 
either  with  a piece  of  linen  rag  or  a bit  of  wash- 
leather  moistened  with  alcohol  and  applied  to  the 
too  dense  portion  with  considerable  but  judicious 
vigour.  This  should  be  done  on  a perfectly  dry  film 
and  before  the  retouching  medium  is  applied.  Some 
workers  may  find  a very  carefully  filtered  mixture 
of  Globe  polish,  terebine  and  salad  oil  easier  to 
manage  than  the  alcohol.  The  filtering  must  be 
done  through  the  finest  muslin,  lawn  or  silk,  or 
particles  of  Globe  polish  large  enough  to  scratch  the 
film  will  not  be  excluded. 


Scraping  with 
the  Lancet. 


After  the  larger  masses  have  been 
reduced  in  density  by  one  of  these 
methods  of  frictional  reduction, 
the  negative  should  be  carefully  examined  for  any 
small  patches  which  may  distract  the  eye.  Bone 
buttons  and  sequins  are  great  ofPenders  in  this 
respect,  and  frequently  need  nearly  obliterating. 
Stray  hairs  at  the  back  of  the  neck,  which  catch  a 
strong  illumination,  are  often  seen  as  dark  patches, 
and  sometimes  a stiff  whisker  projects  curiously 
against  a dark  backgrbund  and  needs  removing. 
The  contour  of  the  figure  may  frequently  be  slightly 
altered  so  as  to  form  a better  or  more  flowing  line  ; 
a waist  may  be  thought  better  if  slightly  reduced 
in  dimensions,  and  so  on.  Where  an  outline  is  to 
be  altered  it  is  well  to  draw  in  the  line  with  a hard 
pencil  just  where  it  is  wanted,  and  then  the  scrap- 
ing may  be  done  up  to  the  line.  In  the  case  of 
buttons  and  so  on  the  object  should  not  be  scraped 
away  entirely,  but  only  until  its  undue  conspicuous- 
ness is  removed.  In  Fig.  29  we  have  an  example  of 
scraping,  not  given  as  an  instance  of  a case  where 
scraping  was  necessary,  but  simply  to  show  the 
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effect.  The  original  outline  of  the  sleeve  will  be 
seen,  and  at  the  part  nearest  the  hand  it  will  be 
noticed  that  the  scraping  has  not  been  finished. 
Between  that  and  the  line  across  the  print  the 
scraping  has  been  carried  sufficiently  far,  and  in 
places  the  scraped  parts  print  too  dark.  Above  the 
line  these  parts  have  been  carefully  pencilled  (after 
the  application  of  retouching  medium  to  the  nega- 
tive) to  bring  them  to  the  same  density  as  the  rest 
of  the  background.  The  whole  of  the  scraped  por- 
tion would,  of  course,  be  worked  up  in  the  same 
way.  It  often  happens  that  after  varnishing  a 
negative  these  scraped  portions  show  greater  trans- 
parency, and  consequently  need  a little  more  pencil 
work  before  any  prints  are  made. 

As  experience  is  gained  in  scraping 
such  parts  as  I have  mentioned,  it 
will  be  found  that  the  same  methods 
may  be  applied  to  the  face  itself. 
Greater  care  must  be  exercised  here,  or  the  likeness 
and  expression  will  be  injured  or  lost.  An  unduly 
high  cheek-bone  may  be  slightly  scraped  away,  so 
improving  the  contour  of  the  face,  in  three-quarter 
face  portraits.  With  very  stout  sitters  the  rolls  of 
fat  over  the  collar  of  the  dress  or  stiff  linen  collar 
often  need  scraping  away,  though  it  may  be  well  to 
mention  in  passing  that  if  such  sitters  are  photo- 
graphed leaning  slightly  forward,  or,  in  the  case  of 
head-and-shoulder  portraits,  standing  instead  of 
sitting,  the  fat  falls  away  from  the  jaw  and  does  not 
cause  so  much  trouble.  A tight  collar  always  em- 
phasizes this  difficulty,  and  one  is  often  surprised 
to  see  how  tight  such  sitters  have  their  neck  wear. 
In  the  case  of  cross-eyes  it  is  usual  to  adopt 
a side  or  at  least  a three-quarter  face  position, 
but  sometimes  something  more  towards  full-face 
is  wanted,  and  then  the  eye  must  be  set  straight  in 
the  negative.  In  all  these  cases  the  desired  position 
should  be  carefully  pencilled  on  the  film  and  the 
scraping,  especially  in  the  case  of  the  eye,  must  be 
done  very  delicately.  A mouth  opened  rather  too 
far  may  be  closed  by  slightly  scraping  the  lower  lip 
and  pencilling  across  the  open  mouth  the  shape  of 
the  lip.  It  often  happens  that  the  shape  may  bo 
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drawn  and  modelled  from  another  negative  taken  at 
the  same  time.  Properly  speaking,  the  chin  will  be 
too  long  by  the  amount  added  to  the  lip,  hut  in 
practice  this  is  rarely  noticeable,  as  it  usually 
happens  that  the  lip  itself  has  dropped  rather 
more  than  the  chin.  Such  cases  occur  with  young 
hoys  and  children  who  indulge  in  “fly  catching” 
and  usually  in  groups  when  the  operator’s  attention 
has  been  occupied  elsewhere  at  the  moment  of 
exposure. 

n A • often  occurs  that  negatives 

Kcmedymg  contain  slight  technical  defects, 
IJclccts  m the  g^jch  as  frilling,  a hole  dug  in  the 
IN  egati ve . g ^ careless  finger  nail,  uneven 

development  and  so  on.  It  is  comparatively  easy  to 
remove  these  blemishes  by  the  use  of  the  scraper  and 
the  pencil  combined.  The  most  difficult  of  uneven 
workings  are  those  where  the  demarcation  is  distinct 
and  sharp.  A blurred  outline  is  easier  to  pencil  than 
a sharp  one,  and  a better  job  may  sometimes  be 
made  by  gently  scraping  the  sharp  outline  until  it 
becomes  a blurred  one,  and  then,  after  the  applica- 
tion of  medium,  pencilling  it  until  the  workings  are 
obliterated. 

p Hitherto  a reasonably  good 

4 negative  has  been  assumed,  i.e.  well- 

f lighted  and  of  suitable  density  and 

fII?  Nfgatives.  modelling.  In 

^ professional  practice,  however,  it 

sometimes  happens  that  commercial  exigencies 
demand  the  production  of  negatives  under  difficult 
conditions,  and  the  negatives  may  be  harsh  from 
under-exposure  owing  to  poor  light,  and  occasionally 
flat  from  over  exposure  owing  to  incorrect 
judgment.  These  negatives,  though  far  from  ideal, 
have  to  be  made  the  most  of.  It  is  presumed  that 
the  best  will  be  done  by  reduction  with  persulphate 
of  ammonium  or  by  intensification  first  of  all.  The 
retouching  will  then  be  proceeded  with.  In  the  case 
of  flat  negatives  it  is  often  the  better  course  to  notice 
carefully  the  modelling,  of  which  traces  almost 
always  exist,  and  to  increase  or  intensify  this  by  pencil 
work  cautiously.  The  freckles  and  other  blemishes 
may  be  removed  at  the  same  time.  If,  on  the  other 
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hand,  the  face  is  smoothed  up  first  there  is  a danger 
of  the  indications  of  the  modelling  becoming  lost  or 
obliterated.  Such  negatives  as  these  always  require 
a great  deal  more  work  than  a normal  negative,  and 
it  is  easy  to  so  alter  the  modelling  that  the  likeness  is 
lost.  Hence  a knowledge  of  the  anatomy  of  a face  is 
desirable  and  this  should  be  strengthened  by 
constant  observance  and  thought  in  retouching  all 
negatives.  It  cannot  be  too  strongly  insisted  that 
the  modelling  conveys  the  form  of  the  object  far 
more  than  the  outline  of  the  face  and  the  position 
of  the  principal  features. 


u t KT  III  case  of  fiat  negatives  we 

liarsh  Negatives,  much  detail  and  too  little 

modelling — Avith  harsh  negatives  the  reverse  is  the 
case,  and  to  supply  some  of  the  deficient  detail  and 
gradation  is  the  aim.  It  will  be  understood  that  if 
the  under-exposure  is  so  serious  that  the  shadow  side 
of  the  head  is  quite  devoid  of  detail  nothing  at  all 
can  be  done.  If  the  detail  is  present,  but  thin,  it  may 
be  delicately  pencilled  over  with  a rather  hard  pencil. 
The  less  the  density  of  the  high-lights  is  increased 
the  better,  and  spots  or  freckles  which  may  show 
should  be  touched  out  Avith  as  little  lead  as  may  be. 
The  greatest  difficulty  will  probably  be  found  in 
softening  furrows  or  wrinkles  Avhich,  owing  to  the 
short  exposure,  will  be  very  pronounced.  W ith  both 
flat  and  harsh  negatives  great  gain  will  result  from 
the  use  of  matt  varnish  or  mineral  paper.  On  the 
flat  negative  the  modelling  will  be  built  up  on  the 
back  with  a soft  pencil,  and  this  work  may  be 
judiciously  extended  to  the  background  as  well,  so 
that  the  head  may  be  pro]3erly  relieved.  It  must  be 
remembered  that  work  on  the  back  affects  the 
masses  rather  than  the  details.  Thus  a heavy 
shadow  containing  some  detail  may  be  generally 
lightened  as  a whole;  but  if  certain  parts  of  the 
detail  require  strengthening  this  must  be  done  on 
the  film.  The  matt  varnish  may  be  scraped  away 
entirely  from  the  dense  parts  so  that  they  may  be 
induced  to  print  a little  lighter.  It  will  sometimes 
be  found  that  the  whole  of  the  face  prints  too  darkly. 
This  is  particularly  so  where  white  draperies  are 
present,  and  the  matt  varnish  may  be  pencilled  over 

30 


RETOUCHING. 


the  whole  of  the  face  so  as  to  lighten  it  slightly  on 
the  print. 


or  coat  may  be  altered  by  slightly  scraping  away  the 
high-lights  on  the  creases  and  pencilling  in  the 
shadows,  evening  up  the  surface  carefully.  The 
scraping  and  pencilling  to  reduce  a waist  has  already 
been  alluded  to.  Where  negatives  have  been  over 
exposed  the  tipped  high-lights  on  white  or  light- 
coloured  dresses  may  be  diffident  in  brilliancy  and 
need  strengthening  with  the  pencil.  From  a business 
standpoint  and  with  the  majority  of  what  one  may 
call  ordinary  customers  it  is  worth  while  spending  a 
little  time  in  giving  brilliancy  and  sharp  sparkling 
detail  to  white  draperies,  lace  and  so  on.  Regarding 
the  portrait  from  an  artistic  standpoint,  of  course, 
such  work  is  very  undesirable  and  often  vulgar,  but 
people  are  often  prepared  to  pay  for  it  and  will 
appreciate  a picture  so  touched  up,  to  the  extent  of 
buying  double  the  quantity,  a factor  the  commercial 
worker  cannot  afford  to  overlook.  Even  in  better- 
class  work  a little  emphasis  on  some  of  the  high- 
lights near  the  pictorial  focus  of  the  picture  will 
often  aid  the  effect,  but  it  should  be  very  delicately 
done,  preferably  on  the  matt  varnish  on  the  back  of 
the  negative. 


Speaking  generally,  landscape  negatives  are  best 
treated  by  pictorial  local  reduction,  and  the  correc- 
tion of  tone  values  or  distances  on  the  matt  varnish 
at  the  back.  Defects  and  small  undesirable  objects 
such  as  chimneys,  telegraph  posts  and  so  on  may  be 
pencilled  out  on  the  film.  The  scraping  lance  will  be 
useful  to  remove  a figure  which  has  moved,  or  some 
clothes  put  to  dry  on  a hedge  and  so  on. 


Retouching  of 
Draperies. 


In  commercial  work  it  frequently 
occurs  that  the  dress  requires  some 
retouching.  A badly-fitting  dress 


Landscape 

Negatives. 


Much  of  what  has  been  said  with 
reference  to  portrait  negatives  is 
applicable  to  landscapes  also. 
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Supplementary  Hints  on  Retouching. 


Colour. 


By  A.  LOCKETT. 

, BYIOUSLY,  the  ease  with  which  retouch- 
ing can  be  accomplished  depends  greatly 
on  the  colour,  texture,  and  surface  of 
the  negative.  Therefore,  when  it  is 
known  beforehand  that  retouching  will 
be  required,  it  is  worth  while  to  aim  at 
obtaining  that  kind  of  negative  which 
will  facilitate  instead  of  embarrass  the  work.  This 
is  not  always  possible,  since  the  necessity  for 
retouching  often  arises  from  unforeseen  defects  in 
the  negative ; but,  often  it  is  within  the  worker’s 
power  to  do  much  in  this  direction. 

The  best  colour  for  a negative 
which  is  to  be  retouched  is  clearly 
an  exact  match  of  the  blacklead  pencil.  This  is 
readily  obtained  by  using  a pyro-soda  developer 
containing  a liberal  proportion  of  sulphite — fortu- 
nately an  ideal  developer,  also,  from  a pictorial  and 
technical  point  of  view.  It  is  very  difficult  to 
estimate  how  retouching  will  print  on  a negative 
of  a brown  or  reddish  tint.  It  is  practically  useless, 
for  instance,  to  work  with  a pencil  on  one  inten- 
sified to  a red  colour  with  uranium.  A yellow, 
pyro-stained  negative  is  also  very  awkward  to 
match.  A good  idea  may  be  gained  of  the  kind 
of  negative  required  by  rubbing  some  blacklead 
powder  over  a piece  of  ground  glass,  and  holding 
up  to  the  light. 

, Under  this  heading  also  must  be 

icxture.  considered  density  and  grain.  A 

negative  of  moderate  density  is  to  be  preferred  ; 
a thin  one  will  not  only  require  greater  nicety  of 
touch,  but  probably  far  more  work.  A very  dense 
one  is  unsatisfactory  in  every  respect,  and,  if  it 
cannot  be  reduced,  must  be  worked  with  softer 
pencils.  A certain  amount  of  grain  is,  curiously 
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enough,  a distinct  help.  It  renders  stippling  or 
cross-hatching  easier,  and  lends  itself  occasionally 
to  the  successful  application  of  blacklead  powder 
on  the  finger  tip.  This,  however,  must  be  done 
with  great  caution,  since  a little  blacklead  goes  an 
unexpectedly  long  way  as  regards  printing  opacity. 
However  desirable  a slight  grain  may  be  in  a 
negative  intended  for  retouching,  muddiness  or 
patchiness  is  quite  a different  thing,  and  should  be 
shunned. 


Surface. 


A negative  whose  surface  is  unduly 
hard  and  glossy  is  tiresome  to 
work  on,  especially  if  much  pencilling  is  required. 
It  is  therefore  inadvisable  to  harden  the  film  by 
means  of  alum  or  formalin  if  it  is  known  that 
retouching  will  be  needed. 

- Unless  the  gelatine  surface  is 
Wcccssi^  oi  absolutely  dry,  the  pencil  will  tend 
Perfect  Dryness.  dig  in,  and  the  work  will  be 
scratchy.  It  is  always  a good  plan,  before  retouch- 
ing, to  warm  the  negative  for  a few  seconds  in 
front  of  the  fire  or  over  a spirit  lamp.  This  will 
drive  away  any  moisture  absorbed  from  the  atmo- 
sphere. The  negative  must,  however,  be  allowed 
to  cool  before  applying  the  medium.  Avoid  the 
use  of  glycerine  in  drying. 

pi  . The  pencil  and  colours  will  not 

Ureasincss,  take  if  the  negative  is  greasy. 
Grit,  and  Dust,  jg  seen  to  be  the  case, 

immerse  the  negative  in  a 2 per  cent,  solution  of 
ammonia  for  a minute,  rubbing  gently  with  a soft 
piece  of  cotton  wool,  wash  for  a qnarter  of  an  hour, 
and  dry.  Grit  and  dust  are  highly  objectionable. 
The  careful  worker  will  hardly  need  to  be  told  this. 
To  escape  the  infliction,  wipe  carefully  with  cotton 
wool  before  standing  up,  and  place  to  dry  in  a 
situation  free  from  dust.  A muslin-covered  recep- 
tacle like  a meat-cooler,  or  one  of  the  perforated 
zinc  drying  boxes  obtainable  for  the  purpose,  is  a 
great  convenience.  If  grit  and  dust  are  seen  to  be 
present  in  a dry  negative,  they  may  possibly  be 
removed  by  washing  again  until  the  film  is  perfectly 
soft,  and  treating  with  cotton  wool  as  before 
described. 


33 


THE  PRACTICAL  PHOTOGRAPHER. 


Surface  as 
Affected  by 
Medium. 


Seeing  that  the  medium  is  applied 
for  the  express  purpose  of  giving  a 
surface  w^hich  will  take  the  pencil, 
care  should  be  taken  that  it  is  well 
adapted  to  that  end.  In  the  first  place,  it  should 
be  chosen  with  some  regard  to  the  heaviness  or 
lightness  of  touch  of  the  worker,  who  should  be 
able  to  get  on  as  much  work  as  required,  without 
either  unnecessary  labour  or  too  great  a facility, 
which  would  mean  coarseness  and  roughness  of 
effect.  This  leads  to  the  second  point,  viz,,  that  the 
medium  must  also  be  suited  to  the  character  of  the 
work  in  hand.  It  is  quite  clear  that  a thicker  and 
“ tackier  ” medium  would  be  required  for  a large 
negative  with  masses  of  shadow  to  fill  up  broadly, 
than  would  be  suitable  for  ordinary  work.  It  is  a 
good  plan  to  keep  an  assortment  of  medium  bottles, 
of  different  composition,  thickness,  or  age,  and  to 
familiarise  oneself  with  their  varying  properties 
and  peculiarities.  It  is  impossible  to  lay  down  any 
rules  in  this  respect,  because,  as  already  stated,  the 
effect  obtainable  with  any  given  medium  depends 
largely  on  the  worker’s  individual  “ touch  ”. 

It  is  the  practice  of  some  workers 
not  to  retouch  a negative  till  it  is 
varnished.  This  procedure  is  not 
to  be  recommended,  since  not  only 
does  the  work  lose  the  protection  otherwise  afforded 
by  varnishing  over  the  retouching,  but  the  surface 
does  not  take  the  pencil  so  readily  and  often  tends 
to  give  a scratchy  result.  Various  retouching 
varnishes  giving  a rough  surface,  and  requiring  no 
medium,  are  obtainable,  and  their  use  is  largely 
a matter  of  taste.  If  retouching  is  done  over  a 
varnish  of  any  kind,  it  must  be  absolutely  cold  and 
hard  before  any  work  is  attempted.  Where  a good 
deal  of  pencilling  is  required,  the  film  may  be 
worked  on  first,  then  varnished  and  allowed  to 
harden  thoroughly.  The  varnished  surface  may 
then  be  roughened  by  the  following  mixture,  finely 
powdered  and  ground  together,  and  sifted  : — Cuttle 
fish  bone  1 oz.,  resin  J oz.  For  all  ordinary  purposes 
it  is  better  to  work  on  the  film,  and  to  use  a varnish 
which  will  not  remove  any  of  the  work.  Many 
workers  of  experience,  however,  consider  varnish- 


Surfacc  as 
Affected  by 
Varnish, 
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ing  quite  unnecessary,  and  maintain  that  a 
varnished  negative  is  really  more  liable  to  scratches 
and  abrasions  than  the  unprotected  film. 


Removing 
Dichroic  Fog. 


Dichroic  or  Colour  Fog,  which  will 
often  show  itself  objectionably  in 
the  print,  although  not  very  con- 
spicuous on  the  negative,  may,  if  on  the  surface 
only,  often  be  removed  by  rubbing  with  a silk  rag 
moistened  with  retouching  medium.  The  rubbing 
should  be  done  gently  but  firmly,  and  continued 
patiently  with  a circular  motion  until  the  desired 
object  is  attained.  Dichroic  fog  is  recognisable  by 
a pinky  appearance  when  looking  through  the 
negative,  but  is  green  by  reflected  light.  It 
seldom  occurs  except  in  plates  forced  during 
development  with  pyro-ammonia. 

p,  . - A much  under-exposed  negative  is 

Character  ot  rarely  worth  retouching,  unless  it 
INegative.  possesses  some  exceptional  interest 

or  value.  The  best  that  can  be  done  is  to  work  on 
the  film  as  far  as  possible,  and  then,  stretching 
jpajpier  mineral  or  tracing  paper  over  the  back,  fill 
up  the  heavy  shadows  with  a small  stump  and 
blacklead  powder.  A soft  pencil  may  be  used  for 
indicating  detail.  Frequent  rough-proofing  is 

necessary  to  test  the  progress  of  the  work.  Before 
retouching,  a negative  should  be  carefully  examined 
to  see  if  any  improvement  is  possible  in  the 
direction  of  reduction  or  intensification,  either 
general  or  local.  Ammonium  persulphate,  for 

softening  harsh  contrasts,  is  a valuable  agent  and 
saves  much  unnecessary  work.  A correctly  exposed 
negative,  soft  and  delicate  in  gradation,  yet  not 
lacking  in  vigour,  requires  the  least  retouching  and 
is  the  easiest  to  work. 

I . , The  manner  in  which  the  subject  is 

lit  is  of  much  importance  as  regards 
the  amount  of  retouching  required.  A round,  full 
lighting  is  the  best  from  that  point  of  view. 
Harshness  and  heavy  shadows  evidently  imply 
more  labour  to  the  retoucher.  Mixed  lightings  and 
false  refiections  are  often  a source  of  considerable 
trouble. 
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. , , « The  use  of  orthochromatic  plates, 

Advantage  ol  especially  in  portraiture,  greatly 
Orthochromatic  amount  of  work 

rlates.  necessary.  This  is  a valuable  aid 

hardly  yet  appreciated  by  the  professional  photo- 
grapher. Not  only  are  freckles  and  spots  less 
obtrusively  rendered,  and  sometimes  entirely 
ignored,  but  shadows  are  softened  and  the  whole 
texture  of  the  face  more  pleasingly  portrayed. 

. Where  any  part  of  the  negative 

Keto^cning  resists  the  pencil,  the  point  of  the 

ohst.nate  parts,  rubbed  on  the  cork 

of  the  medium  bottle,  so  as  to  take  up  a small 
quantity.  This  is  generally  sufficient  to  make  the 
w^ork  adhere.  Small  spots  which  will  not  take  the 
pencil  may  be  successfully  managed  by  just 
moistening  the  point  with  the  lip,  or  preferably 
by  a small  piece  of  wet  blotting  paper. 

Ij  - It  is  not  generally  known  that  a 

E t negative  may  be  given  a matt 
Pumicc  Powder,  without  injury  to  the  film, 

by  rubbing  all  over  with  pumice  powder,  in  a 
circular  direction,  until  the  desired  effect  is  secured, 
using  the  palm  of  the  hand  for  the  purpose.  Any 
amount  of  pencil  can  then  be  got  on  the  film.  This 
method  is  well  adapted  for  the  improvement  of 
negatives  containing  harsh  contrasts  and  for  land- 
scape work.  Of  course,  only  the  finest  pumice 
powder  should  be  used.  This  plan  is  better  suited 
for  fairly  large  negatives,  with  broad  effects,  than 
for  those  containing  delicate  detail. 

. . ip..  It  is  sometimes  an  advantage,  with 

olrippmg  film  negatives  showing  great  contrast 
on  to  Celluloid,  ghj^dow  detail,  to  strip 

the  film  from  the  glass  and  transfer  it  to  a 
celluloid  support,  so  that  both  back  and  front  may 
be  worked  on  as  closely  together  as  possible.  A 
good  formula  for  the  purpose  is  as  follows  : — 

No.  1. 

Methylated  Spirit 2 oz. 

Water 2 oz. 

Formalin 1^  oz. 

No.  2. 

No.  1 Solution 1 oz. 

Hydrofluoric  Acid 1 dr. 

Cut  through  the  film  all  round  with  a sharp  pen- 
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Fig.  28,  R.  Berry. 


portrait  Stut)^. 


ior  Salon.  Bronze  Plaque.) 


Fig.  29.  C.  H.  H. 

Showing  use  of  scraping  knife.  A portion  of  sleeve  has  been  removed,  merely' to 
provide  an  illustration.  Towards  lower  part  the  scraping  is  not  quite  complete.  Above 
the  line  the  scraped  part  has  been  worked  in  with  pencil.  This  should  have  been  carried 
rather  further,  as  it  still  prints  darker  than  background. 
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knife  about  J inch  from  the  edge,  then  place  in  a 
dish  and  pour  over  No.  2.  Remove  the  narrow 
margins  of  gelatine  and  gently  loosen  the  film. 
When  it  is  loose  pour  on  No.  1,  lay  a piece  of  clean 
white  paper  over  the  negative,  and  rub  down  with 
a squeegee,  without  too  much  pressure.  Remove 
the  paper  containing  the  film  to  the  celluloid,  first 
dusting  it,  again  squeegee,  and  after  about  half  a 
minute  carefully  detach  the  paper.  Do  not  hang 
up  the  celluloid,  but  allow  it  to  dry  flat  on  a level 
surface,  pinning  the  corners  to  prevent  curling. 

Although  some  workers  prefer  the 
use  of  what  is  known  as  a “ diffuser  ” 


Working  at 


Night. 


when  artificial  light  is  employed,  the 


majority  of  retouchers  recommend  simply  a sheet 
of  ground  glass,  opal,  or  a double  thickness  of 
white  tissue  paper,  in  conjunction  with  a good 
duplex  paraffin  lamp.  Neither  electric  light  nor 
gas  appears  so  suitable  for  the  purpose  ; the  colour 
of  their  rays  is  more  difficult  to  work  by,  and  the 
illumination  cannot  be  so  well  regulated  or  diffused. 
Before  a little  practice  has  been  had,  it  will  be 
found  that  working  at  night  is  very  deceptive,  and 
that  a negative  done  under  these  circumstances 
may  appear  quite  different  by  daylight,  but  experi- 
ence will  soon  enable  allowance  to  be  made  for  this. 

c..  1.  ...  Stippling  the  back  of  the  negative 

Stippling  with  ^ ip 

o our.  venting  thin  parts  from  printing 

too  dark.  The  colour  should  be  chosen  to  suit  the 
negative ; for  thin  ones,  Prussian  blue  is  perhaps 
the  best,  for  greater  density  crimson  lake  or  Indian 
ink  may  be  used.  Moist  water  colour  should  be 
employed,  mixed  on  a palette  and  dabbed  on  the 
negative  with  the  tip  of  the  forefinger.  It  is 
suffered  to  get  nearly  dry,  and  is  then  gently 
breathed  on,  and  stippled  softly  and  evenly  with 
another  finger. 

P . , . Retouching  may  be  done  without 

I ^ desk,  and  this  is  a favourite  plan 
without  a Desk.  workers.  The  negative 

is  rested  against  a window,  either  supported  by  the 
hand  or  upheld  by  the  ledge.  The  work  is  then 
done  in  the  ordinary  manner.  This  method  seems 
to  have  the  advantage  that  the  work  is  likely  to 
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be  executed  broadly  and  largely,  and  unnecessary 
strokes  avoided.  A few  retouchers  maintain  that 
the  plan  is  better  for  the  eyes  than  the  concentrated 
small  patch  of  light  given  by  a retouching  desk,  but 
this  would  seem  to  be  doubtful. 

Q j It  is  unquestionable  that  those  who 

th  retouching, 

^ * frequently  complain  of  injury  to 

the  eyesight.  Although  to  some  extent  depending 
on  the  individual,  this  is  certainly  avoidable  if  a 
few  simple  precautions  are  taken.  The  light  should 
never  be  brighter  than  necessary  for  comfortable 
working,  and,  as  a rule,  it  will  be  better  to  block 
out  those  portions  of  the  negative  which  are  not 
being  worked.  Extraneous  light  from  the  back  and 
sides  should  be  avoided,  and  the  retoucher  should, 
every  now  and  then,  raise  his  eyes  from  the 
negative  and  take  a glance  round  the  room.  This 
will  not  only  rest  the  eyes,  but  will  prevent  the 
work  being  done  in  a petty  and  niggardly  fashion. 
Above  all,  the  worker  should  keep  himself  upright, 
and  work  at  as  great  a distance  from  the  negative 
as  possible. 

One  of  the  principal  reasons  for  the 
injurious  effect  of  much  retouching 
on  some  workers  is  lack  of  attention  to  the  subject 
of  ventilation.  Unless  the  room  is  large  and  airy, 
the  top  of  the  desk  should  be  double,  and  provided 
with  a number  of  light-trapped  holes  for  the 
admission  of  air.  The  material  employed  to  screen 
the  sides  should  not  be  of  a heavy  and  close  nature. 
In  addition,  a point  which  is  often  overlooked,  a 
room  used  for  retouching  should  have  at  least 
double  the  amount  of  ventilation  considered 
sufficient  in  ordinary  circumstances. 

• A To  block  out  an  unsuitable  back- 

oc  mg-out  ground  round  a figure,  machinery, 

igtires.  plan  is  as  follows  : — 

Rub  down  a thick  paste  of  Indian  ink  with  water 
on  a china  palette,  and,  with  a fine  sable  brush, 
paint  carefully  round  the  outlines  of  the  figure  or 
machinery,  forming  a black  margin  all  round  about 
J-inch  wide.  This  must,  of  course,  be  done  on  the 
film  side  of  the  negative.  Then  place  a piece  of 
tissue  paper  on  the  back  of  the  negative,  and  mark 
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on  this  with  a pencil  the  remaining  portion  which 
is  to  be  blocked  out,  running  about  J-in.  over  the 
Indian  ink  margin.  Now  paste  the  marked  tissue 
paper  over  a piece  of  thick  brown  paper,  free  from 
holes,  and  with  a sharp  penknife  cut  round  the 
pencilled  outline.  The  brown  paper  is  then  pasted 
on  the  back  of  the  negative,  which  is  thus  effectively 
and  neatly  blocked. 

p . . This  is  a rather  difficult  matter  for 

rutting  m inexperienced,  but  is  readily 

Backgrounds.  ^ kittle  practice.  First 

of  all,  it  must  be  determined  what  is  required,  and 
a rough  sketch  made.  The  outlines  of  the  back- 
ground are  then  drawn  with  a soft  pencil,  the 
negative  having  previously  been  well  prepared 
with  medium.  The  rest  resolves  itself  into  a 
matter  of  very  careful  pencil  and  knife  work,  using 
the  pencil  for  the  lights  of  the  background  and  the 
knife  for  the  shadows.  The  work  must  be  done 
broadly  with  rather  soft  pencils,  and  care  taken  to 
avoid  a scratchy  effect.  The  chief  difficulty  will  be 
the  uncertainty  as  to  how  the  work  is  going  to 
print,  but  by  taking  a rough  proof  at  intervals 
and  exercising  considerable  patience  this  will  be 
successfully  overcome. 


Retotichmg  Landscape 
Negatives. 


By  N.  GREEN. 


W 


HETHER  the  reader  intends  to  devote 
serious  attention  to  portraiture  or 
not  he  will  find  the  discipline  of  learn- 
ing to  retouch  a few  portrait  negatives 
of  wholesome  service  in  dealing  with 
landscape  and  figure  work,  because 
in  a portrait  a dot  or  line  more  or  less 
may  make  an  appreciable  difference  in  the  eye  or 
mouth,  etc.,  but  in  dealing  with  rocks,  trees,  etc.,  a 
somewhat  greater  licence  may  be  permitted.  Thus 
the  portraitist  passing  to  landscape  work  enjoys 
his  freedom,  but  journeying  the  other  way  he 
would  be  continually  feeling  the  curb. 
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Rocks. 


As  regards  the  use  of  the  pencil,  stump  and  knife, 
the  procedure  in  both  classes  of  work  is  similar,  but 
in  landscape  the  brush  (charged  with  colour  but 
kept  nearly  dry)  is  of  much  more  general  applica- 
tion for  both  sides  of  the  negative.  In  landscape 
one  may  offer  a bit  of  general  advice,  viz.,  use  the 
softest  pencil  or  largest  brush  that  will  do  the  work. 
This  tends  to  give  the  work  breadth  and  unity  of 
style,  and  helps  one  to  guard  against  spottiness. 

^ He  must  be  ever  learning  charac- 

teristic  forms,  and  know  at  a glance 
the  essential  difference  between  the  forms  of  leaves, 
the  angles  at  which  branches  join  each  other,  and 
the  main  stem,  the  difference  between  the  young 
and  old  tree,  the  character  of  the  bark,  and  so  on. 

The  forms  of  rocks,  and  the  way 
different  kinds  crumble  away  under 
the  influence  of  weather,  the  characteristic  colours, 
and  outlines  of  the  limestone  or  sandstone  must  be 
familiar. 

A . . He  should  also  have  a general 

Animals.  knowledge  of  the  characteristic 

attitudes  and  movements  of  domestic  animals — dog, 
cat,  horse,  etc.  The  sharpening  of  an  ear,  or  eye 
blurred  by  movement  may  convert  what  might  be 
taken  for  a “stuffed  dummy”  into  a life-like  object. 

« will  engage  his  extra  careful  study 

Cloud  Forms  equally^  careful  and  delicate 

handling,  and  the  retoucher  is  advised  to  let  know- 
ledge always,  and  here  especially,  precede  practice. 
The  defects  of  photographic  procedure  may  be 
regrettable,  but  the  atrocities  produced  as  “ home 
made  ” clouds  by  ignorant  hands  are  simply  excru- 
ciating. 

™ , in  various  forms  will  also  require 

close  attention,  noting  the  differ- 
ence between  the  reflections  in  calm  and  moving 
water,  the  difference  between  clear  and  muddy 
water,  shallow  and  deep  water,  the  difference  pro- 
duced by  bright  or  cloudy  weather,  the  form  and 
tone  value  of  reflections  (often  wrongly  called 
shadows)  receiving  special  study. 

. cast  by  opaque  objects,  buildings, 

onadows  trees,  must  also  be  closely  studied. 

We  must  not  only  notice  their  shapes,  but  also  their 
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Fig.  31. 

TAKEN  ON  AN  ORDINARY 
PLATE. 

Exposure  li  sec. 


Fig.  32.  C.H.H. 

TAKEN  ON  AN  ORTHOCHROMATIC 
PLATE  WITH  LIGHT  FILTER. 
Exposure  45  seconds. 

No  saving  of  retouching  and  the  long  exposure 
produces  strained  expression. 
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intensities,  observing  that  the  shapes  alter  as  the 
sun  is  higher  or  lower,  and  the  edge  is  sharp  or  soft 
as  the  sun  is  unclouded  or  clouded.  Shadows  exist 
when  no  sun  is  visible,  ^.e.,  on  a grey  cloudy  day. 
In  this  case  they  seem  to  begin  and  end  nowhere, 
yet  are  here,  there  and  everywhere,  and  demand 
very  careful  retouching. 

p..  , . The  effect  of  distance,  fog,  mist, 

instance,  etc.  time  of  day,  and  year  on  shadows, 
must  all  come  within  the  retoucher’s  course  of 
study,  or  he  will  assuredly  do  more  harm  than  good 
by  his  work. 

- j » • often  blur  or  partly  blot  out 

Wina  and  Kain  twigs  against  the  sky.  In  some 

cases  we  may  advantageously  remove  these  twigs 
by  levelling  up  to  the  sky  density.  At  others  we 
must  sharpen  up  and  retain  them.  At  other  times  a 
slight  blur  will  help  on  the  suggestion  of  movement. 
« pictures  require  very  careful  hand- 

ling  by  the  retoucher,  who  may 
easily  do  more  harm  than  good.  It  is  of  supreme 
importance  to  preserve  the  characteristic  trans- 
parency of  the  shadows  in  freshly-fallen  snow  in 
the  foreground.  Our  attention  will  here  generally 
be  confined  either  to  very  slightly  re-inforcing  the 
highest  lights  where  the  exposure  has  been  full,  or 
reducing  them  when  it  has  been  too  short.  The 
same  general  treatment  applies  in  the  case  of 
white  draperies. 

One  of  the  commonest  defects  in  landscape  work 
is  spottiness,  and  patchiness  due  to  lack  of  breadth. 
This  is  especially  the  case  with  sunlit  foliage  where 
the  bright  and  shiny  leaves  yield  spots  of  strong 
light.  Let  the  beginner  take  a bromide  print,  and 
go  over  these  lights  with  soft  pencil,  leaving  say 
one  in  ten  only,  and  let  those  left  be  grouped 
together,  and  he  will  in  this  way  learn  something 
of  the  pictorial  value  of  breadth  and  harmony  of 
general  effect. 

[The  landscape  retoucher  will  find  much  to  help  and  guide  him  in 
our  recent  number  devoted  to  Landscape  Photography  {The 
Practical  Photographer,  No.  11),  especial  attention  may  profitably 
be  given  to  those  pages  dealing  with  the  sky,  clouds,  etc.,  and 
also  questions  of  colour  rendering.  We  hope  to  devote  many  more 
pages  to  the  subject  of  retouching  and  preparing  the  Landscape 
negative  for  the  printing  frame  in  a subsequent  number. 

Ed.  P.  P.]. 
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Miscellaneous  Hints  on  Retoncliing 
for  Beginners. 


By  W.  FOSTER  BRIGHAM. 


is  important  that  the  beginner  he  quite 
used  to  the  reversed  effect  (position,  light 
and  shade)  of  a negative  before  he  begins 
, retouching.  This  may  be  easily  acquired 
I carefully  comparing  a few  negatives 

LfllJ  with  their  corresponding  prints. 

The  help  afforded  by  a good  medium  is 
very  great,  although  the  beginner  may  fancy  he  is 
making  little  or  no  progress.  In  his  anxiety  to  see 
more  rapid  effect  of  his  pencil  let  him  guard 
against  the  temptation  to  use  more  pressure.  A 
light  touch  must  be  cultivated  from  the  com- 
mencement. 

A heavy  hand  once  acquired  is  very  difficult  to 
get  rid  of. 

If  the  worker  wishes  to  preserve  an  upright 
figure  he  must  have  a straight-backed  chair  of  the 
right  height  and  keep  his  back  firmly  against  the 
chair.  Sit  well  back.  This  keeps  the  work  har- 
monious. If  the  worker  is  too  far  away  the 
work  may  be  smudgy.  To  get  too  near  the  work 
is  trying  and  also  bad  for  the  eyesight. 

For  practice  take  an  old  negative,  mark  a small 
square,  and  then  work  up  with  the  pencil  to  an 
even  flat  tint.  Next  practise  filling  up  transparent 
spots,  and  do  not  leave  this  lesson  until  the  spot 
can  be  brought  to  the  same  density  as  the  sur- 
rounding parts  without  going  over  the  edge. 

Blending  lights  and  shades  with  half-tone  is  one 
of  the  retoucher’s  most  important  duties,  so  that 
the  lights  and  shades  melt  into  each  other  without 
a sharply  defined  line.  Use  as  little  lead  as 
possible. 

The  knife  is  only  required  by  a small  proportion 
of  negatives,  but  the  beginner  must  acquire  the  art 
of  using  it.  It  should  be  held  lightly.  Very,  very 
light  shavings  are  to  be  attempted.  Never  under 
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any  circumstances  should  the  knife  go  through  the 
film  at  one  cut.  Practice  is  essential  for  successful 
use. 

Masks.  A set  of  black  paper  masks  with  openings 
varying  from  about  the  size  of  a half-penny 
upwards  are  very  useful  for  covering  all  except  the 
part  of  the  negative  under  consideration. 

Media  are  likely  to  thicken  by  slow  evaporation. 
Turpentine  may  be  used  to  dilute  them  in  such 
case.  The  beginner’s  usual  tendency  is  to  use  too 
much  medium.  Excess  may  be  removed  by  rubbing 
with  a rag  just  moistened  with  turpentine. 

Powder  media  are  not  to  be  recommended ; not 
only  do  they  admit  of  less  lead  being  put  on  with 
the  pencil,  but  also  they  render  the  negative  unfit 
for  enlarging  purposes. 

Reflectors.  White  paper  is  the  best  reflector. 
Mirrors  are  seldom  required.  Retouch  the  strong 
dense  negatives  in  the  middle  of  the  day,  reserving 
the  thin  ones  for  the  hours  when  the  light  is  not 
so  strong. 

Artificial  light.  Working  by  artiflcial  light  is 
somewhat  troublesome  at  first,  but  a little  practice 
smooths  the  way.  An  oil  lamp  with  opal  or  ground 
glass  globe  comes  near  the  ideal.  Electric  light  and 
incandescent  gas  are  too  intense. 

A thin  negative  is  more  difficult  to  work  than  one 
of  medium  density.  Do  not  forget  when  making 
the  negative  that  the  tone  values  must  be  preserved. 

Backgrounds.  Do  not  be  content  with  correcting 
defects  in  the  face  and  figure.  Many  an  otherwise 
satisfactory  picture  is  spoiled  by  an  obtrusive  high- 
light or  accessory.  The  knife  will  remove  objec- 
tionable high-lights  from  furniture,  carvings,  etc. 

In  case  the  background  is  too  assertive,  or  where 
it  is  desired  that  emphasis  be  given  to  make  such 
an  object  or  a piece  of  statuary  stand  out  from  its 
surroundings,  the  following  procedure  may  be 
followed : — VVith  a sharp  knife  cut  through  the 
film  round  the  object ; soak  the  negative  until  the 
film  is  quite  soft ; the  offending  background  film 
can  now  easily  be  removed,  leaving  clear  glass  in 
its  place,  while  the  other  parts  will  adhere  to  the 
glass. 
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Working  on  the  Glass  Side 
of  the  Negative. 

By  GEORGE  KING. 


O 


* NE  must  not  forget  that  a negative — like 

many  other  problems  in  life — has  two 
sides,  and  that  both  sides  may  be  worked 
on  by  the  retoucher. 

I prepare  the  plain  glass  side  to 

take  pencil  or  crayon,  it  is  coated  wholly 
or  in  part  with  matt  varnish,  i.e.,  a 
solution  which  on  drying  gives  a ground-glass-like 
surface.  When  this  is  quite  dry,  one  can  work  on 
it  with  a soft  pencil  or  crayon.  But  what  is  still 
better  is  a paper  or  leather  stump,  and  finely 
powdered  lead.  The  economically  minded  may 
collect  this  lead  powder  from  the  sand  paper 
used  for  sharpening  purposes.  But  the  artists’ 
colourman  supplies  finely  ground  black  crayon 
powder  from  a penny  per  packet  up  to  sixpence  per 
bottle ; a threepenny  tinfoil  packet  will  last  the 
amateur  a long  time.  It  is  sometimes  sold  as 
“ stumping  chalk  ” or  “ crayon  powder.” 

The  next  method  of  adding  density  is  by  means 
of  a layer  of  fine  grain  paper,  i.e.,  papier  mineral 
or  papier  vegetal  or  French  tracing  paper. 

To  get  the  paper  flat,  first  place  it  between 
sheets  of  damp  blotting  paper.  Then  run  a gum 
line  round  the  edge  (glass  side),  of  the  negative. 
Press  the  negative  down  on  the  paper ; when  it  is 
dry  the  paper  will  be  flat  and  taut.  The  paper 
can  then  be  worked  on  with  pencil,  stump,  or 
brush. 

A third  method  is  to  cut  out  pieces  of  tracing 
paper  the  exact  size  of  the  place  requiring 
strengthening,  and  fix  these  to  the  glass  side  by 
means  of  thin  gum  or  starch  paste.  This  method 
gives  somewhat  sharp  edges,  which  may  or  may 
not  be  wanted. 

A fourth  method  is  to  tint  or  colour  matt 
varnish  by  dissolving  in  it  a few  flakes  of  iodine, 
or  some  of  the  yellow  or  red  dyes.  This  is 
then  applied  to  the  back  of  the  negative,  and  the 
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Fig.  33.  Fig.  34.  C.  H.  H 

PRINT  FROM  UNTOUCHED  NEGATIVE.  PRINT  FROM  NEGATIVE  SUFFICIENTLY  RETOUCHED 

FOR  COMMERCIAL  PURPOSES. 


Fig.  35.  Fig.  36.  C.  H.  H. 

Face  photographed  from  the  wrong  side,  showing  the  nose  Same  negative.  Nose  put  straight  by  slight  touch  of  scraping 

slightly  crooked.  It  should  have  been  taken  from  the  other  lance  and  retouching.  Only  the  nose  is  retouched,  other  parts 
side  as  in  Fig.  lOb  of  the  face  not  touched. 
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parts  not  wanted  removed  by  scraping— -see  below. 

A fifth  method  is  to  mix  water  colours  with  gum 
water  of  moderate  strength,  and  locally  apply  this 
to  the  glass  side  of  the  negative.  This  method  is 
only  suitable  for  small  patches,  refiections  in 
water,  etc. 

So  far  we  have  only  dealt  with  methods  of 
adding  density  generally  (tracing  paper),  or,  locally 
(stumping).  We  naturally  seek  for  methods  of 
reducing  density.  On  this  side  of  the  negative  we 
can  only  do  this  indirectly. 

Suppose  we  cover  the  entire  back  of  a negative 
with  papier  mineral,  and  locally  use  the  stump. 
The  total  effect  is  the  addition  of  a layer  of  paper 
all  over  the  negative,  plus  the  addition  of  some 
lead  or  crayon.  If  now  we  cut  away  all  the  paper 
except  the  parts  which  have  been  stumped,  we 
still  further  accentuate  the  contrast  value  of  the 
parts  of  the  paper  which  we  leave.  Or  instead  of 
cutting  away  the  paper,  we  can  render  it  more 
transparent  by  the  local  application  of  glycerine, 
gum  water,  hard  paraffin  wax  dissolved  in  kerosene, 
etc.  In  actual  practice,  what  is  usually  found  best 
is — first,  to  cover  the  entire  negative  with  paper ; 
then  cut  away  the  paper  over  those  parts  appear- 
ing already  quite  dense  enough,  leaving  plain  paper 
over  those  parts  requiring  slightly  strengthening ; 
finally  to  add  colour  or  crayon  to  those  parts 
requiring  considerable  assistance  or  re-inforcement. 

Ordinary  tissue  paper  may  be  used  for  large 
landscape  negatives,  but,  as  it  is  apt  to  give  a 
mottled  effect,  it  is  better  to  use  either  fine  tracing 
paper  or  papier  mineral. 

Of  course  the  foregoing  methods  may  be  com- 
bined. Thus,  in  the  case  of  a thin  negative  with 
ample  detail,  one  may  cover  it  all  over  with  paper. 
Then,  on  the  top  of  this,  a second  paper  may  be 
placed,  from  which  selected  portions  have  been  cut 
away,  etc.  Some  parts  may  be  strengthened  with 
colour,  others  with  the  pencil  or  crayon.  Parts  cut 
away  with  a sharp  edge,  other  parts  with  a finely 
serrated  edge  and  so  on.  All  this,  however,  is 
perhaps  not  retouching  in  the  ordinary  sense  of 
the  word,  though  it  may  be  done  with  the  view  of 
aiding  or  saving  retouching  proper. 
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Practical  Hints  on  RetoncKing. 

By  W.  H.  SMITH. 

HEN  using  the  knife  or  scraper  see  that 
the  film  is  quite  dry,  the  light  good, 
hold  the  blade  at  right  angles  to  the 
film,  use  a kind  of  scooping  stroke 
(^.e.,  beginning  and  ending  gently), 
and  do  not  try  to  remove  too  much 
at  one  stroke.  Keep  the  knife  edge 
sharp.  Use  only  as  much  medium  as  is  necessary. 
If  too  much  be  put  on  the  negative  will  be  tacky 
and  work  granular ; if  too  little,  the  work  will  be 
scratchy. 

When  sharpening  the  leads  use  a combined  rub- 
bing and  rotating  movement,  and  finish  off  by  a 
few  rubs  on  a bit  of  ordinary  (not  smooth)  brown 
paper. 

Do  not  trouble  to  spot  out  pinholes,  which  come 
in  the  shadow  parts  of  the  drapery  or  background, 
as  your  spotting  is  likely  to  show  (in  the  print) 
more  than  the  pinhole  would  had  it  been  left  alone. 

For  spotting  use  Indian  ink,  a fine  brush,  and 
only  just  enough  moisture  to  carry  the  colour.  If 
the  brush  is  too  wet  your  spots  will  be  dark  circles 
with  clear  centres. 

If  you  have  got  on  all  the  lead  you  can  on  a part 
already  treated  with  medium,  and  yet  want  to  get 
on  a little  more,  then  fold  up  a tube  of  notepaper 
and  direct  a stream  of  warm  breath  (breathing 
slowly)  with  this  tube.  This  will  revive  the  tooth  of 
the  medium  and  restore  its  stickiness,  when  a little 
more  work  can  be  done.  The  negative  must  be 
well  dried  after  this  treatment  and  before  printing. 

If  the  negative  is  very  thin  use  white  blotting 
paper  as  a reflector ; if  of  moderate  density,  use 
smooth  white  card ; if  dense,  use  a mirror  reflecting 
skylight. 

The  first  thing  to  do  is  to  stop  out  all  the  pin-holes 
or  clear  spots  (dust  spots)  which  occur  in  the  high- 
lights and  half-tones.  This  is  most  important,  because 
if  these  strong  spots  of  light  are  left  they  upset 
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our  power  of  judging  density  far  more  than  would 
he  supposed.  Take  a waste  negative  and  hold  it 
up  to  the  light ; then  with  a pin  make  one  or  two 
clear  spots  in  a dense  part,  and  again  hold  it  up  to 
the  light.  The  densities  near  the  spots  now  seem 
quite  different  from  what  they  were  before. 

Order  of  Work. — 1.  Stop  out  all  pinholes  and 
clear  spots  and  scratches  with  pencil  or  brush.  2. 
Remove  freckles  and  temporary  skin  markings. 
3.  Turn  the  negative  upside  down ; get  as  far  back 
from  the  negative  as  comfortable  sight  permits, 
and  “even  up”  patches  due  to  blotches  in  the  skin, 
sallow  or  red  markings,  sunburn,  etc.  4.  Now  take 
a trial  print  and  soften  exaggerated  lines  and 
furrows.  5.  Finally,  attend  to  the  modelling  and 
do  what  is  needed  in  the  way  of  softening  any 
undesirable  expression. 

Rest  the  Brain  as  well  as  the  eye  by  having  two 
or  three  negatives  in  hand  at  one  time.  It  is  a 
common  mistake  to  begin  and  finish  a negative 
straight  away.  By  alternating,  our  judgment  is 
kept  alert,  and  interest  in  the  work  does  not  flag. 

Varnishing  after  Retouching. — A negative  from 
which  several  prints  are  to  be  made  will  require 
varnishing  as  a protection  against  the  retouching 
shifting,  and  also  against  the  risk  of  silver  stains. 
Varnishing  is  done  in  the  ordinary  way  with  one 
exception,  viz.,  that  instead  of  pouring  on  the 
varnish  in  a pool  near  the  middle  of 
the  negative  it  is  better  to  pour  it  on 
very  gently  towards  one  corner  A, 
where  there  is  little  or  no  retouching, 
then  tilt  the  plate  for  it  to  flow  towards 
B,  then  towards  C,  and  draw  off  the 
excess  at  D.  This  method  will  mini- 
mize the  chance  of  the  varnish  shift- 
ing the  retouching.  If  the  work  is 
plate  was  too  warm.  If  the  varnish  “ 
plate  was  not  warm  enough. 

[Note. — Varnishing  negatives  is  ably  treated  in  the  Practical 
Photographer,”  No.  7.  “ After  treatment  of  the  negative  f vide  p.  26.] 
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Hints  and  Jottings. 

By  VARIOUS  CONTRIBUTORS. 

When  buying  or  making  a retouching  desk,  bear 
in  mind  the  following  qualifications  : — 

(1)  It  must  be  firm  enough  to  be  free  from 
vibration.  (2)  It  must  be  large  enough  to  take  the 
largest  negative  likely  to  be  used.  (3)  It  should  be 
strong  enough  for  the  hand  and  arm  to  rest  upon  in 
safety.  (4)  It  should  be  capable  of  being  adjusted 
at  various  angles.  (5)  The  reflector  also  should  be 
ad j ustable  in  position  and  angle.  (6)  It  must  be  so 
fitted  with  blinds  or  shades  that  the  light  entering 
the  eye  is  only  that  passing  through  the  negative. 
(7)  It  should  be  portable,  so  that  it  may  be  shifted 
from  place  to  place  according  to  the  time  of  day, 
season  of  the  year,  direction  of  wind  when  working 
at  an  open  window  in  warm  weather,  etc.  (8)  It 
should  fold  up  into  a small  space  for  the  conveni- 
ence of  storage  when  it  is  “off  duty.” 

The  Hand  Rest. — For  comfortable  working  at 
the  desk  it  is  necessary  that  the  arm  and  hand  be 
suitably  supported.  The  best  support  for  the  arm 
is  a firm  table  upon  which  the  desk  rests.  For  the 
hand  some  workers  use  a long  thin  strip  of  wood 
about  a foot  long,  three  inches  wide,  and  one-eighth 
inch  thick.  There  is,  however,  a danger  of  this 
scratching  the  film.  The  present  writer  finds  the 
most  comfortable  plan  is  to  fold  a piece  of  stout, 
smooth  brown  paper  into  two  equal  parts  and  cut  out 
a circular  hole  about  3 inches  in  diameter  through 
both  thicknesses,  and  situated  some  four  or  five 
inches  away  from  the  creased  edge  of  the  paper. 
This  prevents  any  heat  or  moisture  from  the  hand 
affecting  the  negative  film.  Also  it  can  easily  be 
fixed  to  the  desk  by  the  aid  of  a drawing  pin,  and 
readily  shifted  about  when  required. 

Shadows  have  not  only  varying  degrees  of  dark- 
ness but  characteristic  shapes.  When  lightening 
or  darkening  a shadow  (or  a light)  it  is  important 
to  preserve  its  character  and  shape. 
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Fig.  37. 


Fig.  38.  F.C.L. 

STUDY  OF  SKIN  WRINKLES. 

In  Fig.  38  the  furrows  about  the  sitter's  left  eye  have  been  softened,  but  not  entirely 
obliterated.  The  dark  line  of  an  eyelash  removed.  A skin  stain  below  the  eye  has  been 
removed. 


Fig.  39. 


Fig.  40.  F.C.L. 

EXAMPLE  OF  THE  USE  OF  THE  SCRAPER  NEEDLE.  See  p.  62. 

In  Fig.  40  the  white  spot  on  the  drapery,  near  the  sitter’s  right  cheek,  and 
several  other  similar  bright  parts  below  the  chin,  have  been  removed  Other  over 
strong  high-lighis  about  the  mouth  have  been  subdued,  and  the  skin  texture  softened. 
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The  Touch. — The  student  is  advised  to  learn  to 
use  with  equal  facility  all  kinds  of  touch  {e.g.,  dot, 
comma,  cross  hatching,  wavy  line,  etc.)  and  then 
employ  all  indiscriminately  just  as  the  shape  and 
size  of  the  patch  requires.  Take  a bit  of  white  card, 
roughly  draw  a circle  of  quarter  inch  diameter  and 
then  fill  it  with  an  even  tint  by  dots  only,  then 
repeat  with  commas,  and  then  with  cross  hatching 
and  so  on.  Next  draw  a small  square,  quarter  inch 
sides,  and  fill  it  with  an  evenly  graduated  tint  from 
very  light  at  one  side  to  full  dark  at  the  other. 

A small  sized  head  or  one  of  medium  size  in  sharp 
focus  requires  a finer  touch  than  a large  head.  The 
latter  is  better  suited  by  a somewhat  bolder,  freer 
handling. 

Direction  of  Line. — This  is  of  great  importance.  Of 
course  no  hard  and  fast  rules  can  be  given.  But  as 
a general  principle,  the  direction  of  line  should 
harmonise  with  the  contour  of  the  part  under 
treatment.  This  may  best  be  understood  by  looking 
at  a steel  engraving  or  etching  by  a good  artist. 
For  instance,  it  will  be  noticed  that  the  lines  of 
shading  of  the  nose,  mouth,  eyelid,  ear,  etc.,  for  the 
most  part  follow  the  general  contour  of  the 
various  forms.  A long  narrow  face  should  not  be 
emphasised  by  up  and  down  lines,  but  a round  “full 
moon  ” face  may  be  subdued  by  them.  W.  R.  D. 

Patchiness  is  a common  defect  with  beginners. 
It  is  frequently  due  to  having  one’s  eyes  too  near 
one’s  work.  In  order  to  give  the  eyes  a rest  it  is 
an  excellent  plan  to  get  up  from  the  desk  and  walk 
to  the  opposite  end  of  the  room,  glance  round  the 
room,  etc.,  and  then  slowly  walk  towards  the  re- 
touching desk,  noting  at  what  distance  any  patchy 
effect  is  visible.  This  defect  is  also  liable  to  arise  if 
a somewhat  thin  negative  is  being  worked  in  a 
strong  light. 

Adjust  the  Light  to  the  Negative. — A thin  negative 
requires  a rather  feeble  soft  light,  and  a dense 
vigorous  one  requires  a strong  light.  If  the  light 
be  too  strong  for  the  negative  the  fine  shadow 
details  are  lost  in  the  glare.  If  not  strong  enough 
the  gradations  of  the  high-lights  cannot  be  seen, 
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Modifying  the  Strength  of  the  Light. — ^In  day-light 
this  may  be  done  by  moving  away  from  the  window, 
or  interposing  one  or  more  sheets  of  tissue  paper 
between  the  light  and  the  reflector.  At  night  the 
lamp  flame  may  be  turned  up  or  down,  or  put 
further  away,  or  ground  glass  interposed. 

Artificial  Light. — The  most  comfortable  light  is 
that  from  an  incandescent  gas  mantle  surrounded 
by  a ground-glass  globe.  This  may  be  surrounded 
by  a card  reflector  throwing  the  light  down  on  to  a 
sheet  of  clean  white  card  or  opal  glass.  If  ordinary 
gas  flame  be  used  its  yellow  colour  may  be  agree- 
ably tempered  by  using  a glass  globe  filled  with 
water,  tinged  to  a light  blue  colour.  An  ordinary 
table  water  bottle  or  carafe,  or  even  a well-cleaned 
florence  oil  flask,  will  serve,  or  a gold-fish  globe  may 
be  used.  (See  p.  64).  H.  W.  B. 

Rctouchii^g  and  Eyesight. — It  is  the  opinion  of 
many  occulists  that  headache  is  frequently  due  to 
defective  vision  or  the  use  of  wrongly  selected 
spectacles,  the  effect  of  continuous  straining  of 
the  apparatus  of  vision.  Anyone  who  finds  himself 
suffering  from  head  or  eye  ache  after  retouching 
should  therefore  consult  an  oculist.  Many  be- 
ginners make  the  grave  mistake  of  putting  their 
faces  far  too  close  to  the  negative.  This  is  not  only 
bad  for  the  eyes,  but  also  is  sure  to  result  in  patchy 
and  bad  work.  Any  one  who  cannot  see  the  finest 
details  of  his  negative  at  a distance  of  12  to  15 
inches  probably  needs  spectacles,  and  should  consult 
first  an  oculist  and  then  a properly  qualified 
optician. 

The  tise  of  rtibber. — It  seems  to  be  known  to  only 
quite  a few  old  hands  that  ordinary  “ ink  eraser  ” 
can  be  used  for  rubbing  down  the  film  of  a nega- 
tive. One  need  hardly  say  that  this  somewhat 
drastic  tool  requires  careful  handling.  It  is  a good 
plan  to  take  a piece  of  celluloid,  such  as  an  old  film 
and  in  it  cut  an  opening  or  space  the  size  of  the 
patch  to  be  rubbed  down.  If  this  be  laid  on  the 
film  one  then  can  use  the  ink  eraser  more  freely. 
The  present  writer  was  by  an  esteemed  friend 
presented  sometime  ago  with  a rubber  pencil,  i.e.,  a 
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thin  strip  of  eraser  encased  in  cedar.  These  things 
are  obviously  articles  of  commerce,  but  several 
enquiries  have  failed  in  ascertaining  where  they 
may  be  purchased. 

Drapery,  Furniture,  Backgrounds,  etc. — Who  of 

us  has  not  seen  an  attractive  portrait  marred  by  an 
ugly  light  from  a picture  frame  in  the  background ; 
a streak  of  strong  light  from  a chair  back;  a row 
of  sparkling  buttons,  on  a dress,  etc.  ? The  re- 
toucher should  be  able  to  scrape  away  these  eye- 
attracting  lights,  modify  the  sharp  edges  of  shadows, 
and  occasionally  strengthen  patches  of  shadow 
which  come  with  assertive  darkness.  Our  lady 
friends  will  not  object  if  we  can  tone  down  a crease 
or  wrinkle  in  a bodice,  or  soften  a sharp  fold  in  the 
drapery.  Jewellery,  spangles,  jet  trimmings,  and 
other  shiny  things  are  apt  to  yield  ugly  spots  of 
light,  and  must  give  way  before  the  retoucher’s 
knife. 

A lady  in  a light  bodice  against  a dark  back- 
ground may  have  a waist  which  seems  a little  larger 
than  it  did  yesterday  when  she  wore  a dark  costume, 
and  will  perhaps  not  mind  our  removing  just  the 
“ merest  trifle,”  and  also  softening  the  outline. 

The  student  must  make  a point  of  carefully  ob- 
serving the  difference  between  the  angular  folds  of 
stiff  silk,  satin,  etc.,  and  the  more  graceful,  less  accen- 
tuated folds  of  chiffon,  muslin  and  softer  materials. 
Also  he  must  note  how  the  high-lights  on  velvet  are 
small  and  somewhat  narrow,  while  those  on  satin 
are  brighter,  broader,  and  so  on.  Again  he  will 
notice  that  a large  feather  often  has  its  high-light 
along  the  central  rib  or  axis,  and  that  it  takes  the 
form  of  a curved  line,  while  the  high-light  on  fur 
generally  is  along  or  near  the  edge,  and  takes  the 
character  of  a series  of  disconnected  short  lines 
or  dots.  W.  H.  M. 

Mixing  Colours. — The  object  of  mixing  the 
colours  (elsewhere  mentioned)  is  to  get  a tint  which, 
when  dry,  matches  the  surrounding  part  of  the 
negative  film.  The  black  may  best  be  tempered 
with  blue  or  carmine  for  that  purpose,  or  sepia 
used  alone  for  light  patches.  For  stopping  out 
scratches  or  pinholes  in  the  denser  parts  we 
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may  conveniently  use  opaque  pigments  like  ver- 
milion, Indian  red,  etc.  The  beginner  usually 
makes  two  mistakes  when  commencing  brush  work. 
He  uses  the  colour  too  wet  and  also  tries  to  put  on 
too  much  colour.  The  usual  consequence  is  a ring 
of  opaque  colour  with  a clear  centre.  The  remedy 
is  a brush  nearly  dry,  t.e.,  but  lightly  charged  with 
colour.  For  first  practice  let  him  try  his  hand  on 
a bit  of  clean  glass — or  scratch  a few  holes  in  a 
waste  negative.  He  will  soon  find  that  if  he  adds  a 
few  drops  of  his  gum  solution  to  the  colours  on  his 
palette  he  will  find  them  spreading  and  also  drying 
much  more  evenly.  If  too  little  gum  is  used  the 
work  will  tend  to  show  streaks,  if  too  much  be  used 
the  colour  dries  shiny  and  is  aj)t  to  peel  off. 

Round  clear  spaces  on  the  negative  (caused  by 
air  bells  clinging  to  the  film  during  development) 
ought  to  be  hlled  up  by  one  even  side  stroke  of  the 
' brush.  This  can  easily  be  learned  by  a little 
practice. 

Palette. — The  bottom  of  a clean  dinner  plate 
makes  an  excellent  palette  for  mixing  colours  with 
gum  water. 

Gum  Water  for  Spotting  Negatives. — Pick  out  a 
teaspoonful  of  clean  bits  of  gum  arabic.  Lay 
between  clean  brown  paper  and  crush  to  a powder. 
Dissolve  in  two  ounces  of  water.  Add  two  drops 
of  carbolic  acid.  Stir  very  thoroughly,  allow  any 
sediment  to  settle  and  then  decant  the  clear  part 
for  use. 

Brushes  for  Spotting. — The  best  kinds  are  the 
brown-red  sables  with  metal  ferule  and  wood 
handle.  The  beginner  may  start  with  No.  00  (5d.), 
No.  1 (5d.)and  No.  3 (8d.).  When  buying  see  that 
the  brush  has  a good,  even  point.  Dip  the  brush 
in  water  or  moisten  in  the  mouth,  then,  holding  it 
like  a pen,  touch  the  finger  nail  sharply  and  lightly, 
noticing  if  the  point  is  springy,  and  also  keeps  a 
clean  point  without  any  struggling  hairs. 

Colours  or  Pigments. — The  moist  water  colours 
in  porcelain  pans  are  most  convenient.  The 
following  will  be  found  useful : — Ivory  black, 
French  blue.  Carmine  or  Lake,  Indian  or  Venetian 
red,  vermilion,  warm  sepia.  The  half-pan  size  is 
recommended.  When  opening  a pan  for  use  do 
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Fig.  42.  F.C.L, 

STUDY  OF  SKIN  TEXTURE,  SHADOWS,  AND 
FRECKLES. 


In  Fig.  42  the  shadows  of  the  e^r  have  been  softened.  The  freckles  are  removed  from 
the  nose  and  cheek.  The  more  noticeable  freckles  have  been  removed  from  the  forehead. 


Fig.  43. 


Fig.  44.  F.C.L. 

EXERCISE  IN  SHADOW  MODIFICATION. 


In  Fig.  44  the  teeth  have  been  nearly  removed  by  scraper  needle 
(Fig.  6 ),  and  the  upper  lip  slightly  lowered  in  position.  The  shadow 
under  the  lower  lip  is  slightly  modulated. 
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not  entirely  remove  the  waterproof  covering,  but 
simply  snip  away  one  corner,  uncovering  a space 
just  large  enough  for  brush  work.  In  this  way 
the  covered  part  keeps  in  better  working  condition. 

Wash  your  brush  in  clean  cold  water  after  use, 
and  arrange  the  hairs  so  that  they  may  dry  in  a 
good  shape.  Lay  the  brush  in  a horizontal  position 
for  drying.  By  this  kind  of  care  a good  brush  will 
last  “almost  for  ever.”  A. M. 

Study  of  Anatomy. — Some  writers  on  retouching 
have  laid  stress  upon  the  need  of  a knowledge  of 
anatomy  for  the  practice  of  this  art.  Doubtless 
such  knowledge  ma.y  at  times  be  of  service,  but  it 
will  hardly  repay  the  student  to  concern  himself  to 
learn  the  names  of  the  various  facial  muscles,  etc. 
What  will  repay  him  far  more  is  the  study  of  living 
faces.  If  he  is  fortunate  enough  to  number  among 
his  friends  someone  who  has  a mobile  and  not 
over  fleshy  face,  and  who  can  assume  various 
expressions,  such  a friend  can  be  of  the  greatest 
possible  service.  Let  the  student  ask  such  a friend 
to  assume  a certain  expression — grief  for  instance. 
TherT  let  the  student  endeavour  to  sketch  the  lines 
of  his  friend’s  face.  (There  is  no  need  to  attempt  a 
portrait  or  likeness).  This  done,  let  the  model 
assume  an  opposite  expression — let  us  say  mirth  ; 
and  now  the  student  must  again  draw  the  same 
facial  lines,  carefully  noticing  and  recording  their 
change  of  direction  and  position.  Similarly  with 
many  other  expressions,  as  surprise,  pleasure, 
annoyance,  a staring  and  a sleepy  expression,  etc. 
It  is  of  more  use  for  the  retoucher  to  know  what 
are  the  changes  of  shape,  form,  direction  of  these 
lines  than  it  is  for  him  to  know  how  they  are  pro- 
duced, or  if  brought  about  by  one,  two  or  three 
muscles. 

When  making  these  studies  of  line  it  is  desirable 
That  the  model  retain  the  same  position,  so  that  the 
differences  due  to  change  of  position  of  head,  light- 
ing, etc.,  be  not  introduced  to  complicate  the  study. 

Lighting. — The  student  will  then  pass  on  to  study 
the  changes  and  effects  due  to  different  degrees  and 
directions  of  lighting.  For  if  he  attempts  to  soften 
shadows  or  accentuate  lights  without  some  know- 
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ledge  of  this  kind,  his  retouching  is  very  likely  to 
make  matters  worse  rather  than  better,  and  bring 
his  art  into  ridicule  and  contempt. 

Position. — The  position  of  the  head,  relative  to 
the  spectator,  also  calls  for  study.  Thus  a nose  may 
look  fairly  straight  from  one  side  and  markedly 
crooked  from  the  other  side.  If  the  head  be  thrown 
back  the  nose  is  apparently  shorter  than  when  the 
forehead  is  inclined  towards  us.  Again,  a mouth 
abnormally  wide  in  full  face  view  is  not  so  likely  to 
be  noticed  in  profile  and  so  on. 

Need  for  St\idy. — The  human  head  and  face 
affords  a never  ending  source  of  study,  and  the  re- 
toucher who  aspires  to  be  something  more  than  an 
unthinking  machine  will  seize  every  convenient 
opportunity  of  studying  good  portrait  paintings 
and  engravings.  He  will  also  compare  the  features 
of  his  fellow  travellers  opposite  him  in  the  ’bus  and 
train,  noting  the  effects  ]3roduced  by  modified  light- 
ing as  when  passing  tall  buildings  or  under  arches, 
etc.  Presently  he  will  find  himself  becoming  some- 
thing of  a thought  reader,  i.e.,  filling  up  gaps  in 
scrappy  conversation  by  the  aid  of  changes  of  facial 
expression. 

The  Forehead. — In  dealing  with  this  part  most 
workers  err  considerably  on  the  side  of  overwork. 
A moment’s  thoughtful  glance  at  a forehead  will 
show  that  it  is  not  a flat  surface,  as  generally 
represented,  but  is  curved,  though  slightly,  in  all 
directions.  There  are  few  more  common  mistakes 
than  that  of  making  the  forehead  appear  one  even 
tint  nearly  all  over  and  often  right  up  to  the  edge 
of  the  hair. 

There  is  an  old  saying  among  painters  that  the 
highest  light  in  a portrait  is  the  part  that  would 
first  get  wet  in  a shower  of  rain  falling  in  the  same 
direction  that  the  light  is  coming.  In  most  cases 
of  ordinary  lighting  this  would  be  the  brow  or 
forehead.  A study  of  good  poiTrait  painting  will 
show  us  that  the  highest  light  (excepting  the  glint 
in  the  eye)  is  usually  put  on  the  forehead.  To  this 
highest  light  ail  others  (on  the  cheek,  chin,  etc.) 
should  be  made  subservient,  or  patchiness  will 
result. 
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The  Ears  sometimes  have  overstrong  points  of 
light  (due  to  a moist  or  very  smooth  skin)  which 
require  slightly  tempering.  Ears  which  stick  out 
from  the  head  should  be  kept  as  quiet  as  possible, 
by  reducing  the  high-lights  and  strengthening  the 
shadows,  so  as  to  keep  down  excessive  contrasts. 
One  common  defect  or  unpleasant  effect  in  a 
photograph  of  an  ear  is  that  of  scattered  lights. 
We  often  have  two,  three,  four,  or  more  small 
patches  of  strong  light,  and  as  many  or  more 
patches  of  shadow.  Patchiness  of  this  kind  is 
never  pleasing  and  often  irritating. 

Throat  and  Neck. — The  larynx  and  collar  bone 
in  thin  people  are  apt  to  have  too  much  prominence 
owing  to  over-strong  shadows  and  sharp  contrasts. 

The  Nose  is  perhaps  the  easiest  part  of  the 
face  for  the  retoucher  to  deal  with,  and  it  is  perhaps 
that  reason  which  makes  the  ordinary  worker 
careless  or  mechanical.  He  generally  contents 
himself  by  putting  a straight  line  of  light  down 
one  side  and  softening  the  cast  shadow  on  the 
other  side.  As  a matter  of  fact  this  line  of  light  is 
in  nature  never  quite  straight  and  is  usually  a line 
taking  several  directions.  It  is  often  also  made 
* too  strong  and  too  long.  The  spot  of  light  near  the 
tip  is  often  stronger  than  desirable  and  requires 
softening.  This  is  especially  the  case  if  the  skin  be 
at  all  moist.  A strong  light  is  apt  to  suggest  a 
swollen  part.  If  the  shadow  requires  much  work 
the  exposure  or  development  is  probably  at  fault. 
In  softening  the  nose  shadow  care  must  be  taken 
to  preserve  the  modelling  of  the  parts  in  shade. 

The  Cheeks. — High  cheek  bones,  as  they  are 
usually  called,  are  frequently  accompanied  by  the 
cheek  high-light  being  unpleasantly  near  the  eye, 
and  often  by  a rather  too  strong  shadow  just 
below  this  light.  These  effects  are  emphasised  by 
a strong  top  light.  Our  remedy  is  to  reduce  the 
light  slightly  and  to  fill  up  the  hollow  or  shadow, 
and  at  the  same  time  blend  the  two  by  spreading 
out  the  light  a little  and  at  the  same  time  bring  the 
strongest  part  a little  lower  down.  The  shadow  is 
not  to  be  entirely  removed  but  spread  out  and 
softened. 
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The  Eye. — If  in  a room  we  catch  the  reflection 
of  a well-lighted  window  in  the  convex  side  of  a 
silver  teaspoon,  we  shall  notice  that  we  get  a dis- 
torted image,  and  if  there  are  two  windows  in  the 
room  we  shall  probably  get  two  images.  The  same 
kind  of  thing  is  likely  to  happen  in  the  case  of  the 
eye.  In  a portrait  taken  in  a room  we  may  get  a 
miniature  picture  of  one  or  more  windows.  It  will 
be  desirable  to  entirely  remove  or  greatly  subdue 
all  but  one  of  these  reflected  images,  and  seeing 
that  practically  all  painters  are  agreed  in  repre- 
senting the  catch  light  of  the  eye  as  a wedge- 
shaped  patch,  we  may  safely  follow  their  lead  until 
we  are  quite  sure  that  we  have  good  grounds  for 
departing  from  it.  This  catch-light  should  not 
be  too  large,  nor  too  strong,  nor  too  sharply 
defined,  or  we  shall  produce  a staring  expression. 

The  White  of  the  Eye  in  health  is  never  any- 
thing like  white,  but  of  a blue  or  pinkish  grey.  In 
the  normal  negative  this  is  more  likely  to  print  too 
light  than  too  dark,  but  the  small  blood  vessels  in 
this  }3art  (in  large  heads)  usually  show  too  dark. 
Care  must  therefore  be  taken  to  lighten  these  lines 
only  just  sufficient  to  bring  them  up  to  the  sur- 
rounding density.  Any  over-strong  lights  on  this 
part  of  the  eye  will  require  slight  reduction  with 
the  scraper  or  knife. 

The  Blood-'Shot  Eye  will,  of  course,  come  too 
low  in  tone  in  the  negative,  and  so  requires  very 
careful  strengthening,  but  it  is  better  to  err  in 
getting  the  “ white  of  the  eye  ” too  dark  than  too 
light  in  the  print. 

The  Eyelids  require  delicate  handling.  The  edge 
of  the  upper  lid  casts  a shadow  on  the  eye-ball. 
This  must  be  preserved  and  not  removed  as  is  often 
done  in  thoughtless  work.  Without  this  shadow 
the  eye-ball  will  look  too  large,  and  project  in  a 
manner  suggestive  of  a certain  (but  somewhat  rare) 
disease. 

The  lower  lid  also  has  its  cast  shadow.  This  again 
is  usually  removed  altogether  or  modified  far  too 
much.  Of  course,  the  “ black  under  the  eye  ” of  the 
ordinary  negative  is  not  true  to  nature,  nor  is  the 
absence  of  shadow.  The  lines  or  furrows  here  may 
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and  the  whole  head  and  face  softened  in  outline. 


The  negatives  of  Figs.  47  & 48  were  precisely  similar  in  every  respect  except  a slight  change  in  the  position  of  the  eyes. 
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require  slightly  softening  in  people  of  middle  and 
advanced  age,  but  their  entire  removal  will 
certainly  remove  some  of  the  likeness  as  well. 

Tears. — It  may  be  news  to  some  to  know  that  we 
are  always  having  a gentle  stream  of  tears  flowing 
from  the  lachrymal  or  tear  gland,  at  the  upper 
outer  angle  of  the  socket,  over  the  face  of  the  eye- 
ball and  out  through  a tiny  little  drain-tube  at  the 
inner  corner  of  the  eye  into  the  nasal  chamber.  If 
the  tears  flow  quicker  than  the  drain- tube  can  carry 
them  away  they  overflow.  In  a strong  light  this  is 
likely  to  occur.  And  with  some  eyes  there  is  always 
excess  of  moisture  in  the  inner  corner.  This  is  apt 
to  catch  and  reflect  the  light  too  strongly.  In  that 
case,  this  corner  light  will  require  the  cautious 
application  of  the  knife. 

Eyelashes  are  of  more  importance  in  portraiture 
than  is  generally  recognised.  The  beginner  usually 
falls  into  one  or  other  extreme.  Either  he  removes 
them  by  retouching  the  negative  or  exaggerates 
them  by  painting  on  the  print.  Sometimes  a tear- 
moist  hair  will  give  a streak  of  strong  light  and 
must  be  softened.  Movement  may  produce  a 
“ blurry  ” line.  In  that  case  one  or  two  hairs  may 
be  assisted  in  deflnition.  But  seldom,  if  ever,  should 
any  one  hair  be  sharply  deflned.  It  is  general 
rather  than  individual  attention  that  is  here  required. 

Eyebrows  are  like  eye-lashes  in  as  much  as  one 
needs  a general  suggestion  of  hair  rather  than 
individual  hairs.  Persons  with  red  or  yellow  hair 
will  usually  require  the  brows  slightly  lightening. 

“ Crow’s-feet  ” — The  wrinkles  or  folds  which  with 
age  gather  towards  the  outer  angle  of  the  eye  must 
not  be  regarded  as  signs  of  age  only.  They  are 
often  found  in  quite  young  people  of  a merry, 
laughter-loving  disposition.  Indeed,  what  is  called 
the  laughing  eye  or  the  twinkle  of  the  eye  is  largely 
due  to  these  lines  coming  and  going  as  the  cheek  is 
raised  in  laughter.  The  conscious  laugh  comes  from 
the  eye,  but  the  unconscious  laugh  is  more  an  eye 
than  a mouth  movement. 
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The  Mouth. — We  hear  much  about  expressive 
eyes,  but  as  a matter  of  fact  the  mouth  is  a far 
greater  factor  in  facial  expression.  Every  one 
knows  in  a general  kind  of  way  that  when  the 
corners  turn  down  we  get  a sorrowful  or  “ hang 
dog”  look,  while  if  they  turn  up  something  like 
mirth  is  suggested.  The  matter,  however,  is  not 
quite  so  simple  as  this  statement  would  suggest. 
Every  expression  is  not  a question  of  one  feature 
only  but  of  the  whole  face.  Thus  in  laughter  the 
up-turned  mouth  corners  alter  the  line  between 
the  nose  and  mouth,  the  cheek  is  raised,  and  the 
“ laughter  lines  ” round  the  eye  corners  appear — 
reminding  one  of  Tennyson’s  miller  with 
“ The  busy  wrinkles  round  his  eyes.” 
accompanying 

“The  slow,  wise  smile,  etc.” 

If  the  corners  turn  down  more  than  seems  desirable, 
we  may  soften  the  ends  and  at  the  same  time 
reduce  the  shadows  a little,  but  great  care  is 
required  not  to  alter  the  sitter’s  mouth  in  general 
character  or  the  likeness  will  suffer.  Thus  a long, 
straight  mouth  with  thin  lips  may  be  shortened  a 
little,  and  a little  light  and  shade  added.  But  to 
convert  such  a mouth  into  a rosebud  or  cupid  bow 
would  be  ridiculous  and  deservedly  fatal. 

The  Lips  often  require  special  attention  on 
account  of  their  non-actinic  red  colour.  The  upper 
lip  being  in  shadow  will  probably  come  too  dark  in 
the  print,  and  the  lower  lip  if  at  all  moist  or  shiny 
will  show  a bright  spot  or  patch.  The  total  effect 
in  the  j>rint  is  a suggestion  of  black  and  white,  not 
red  lips.  Strongly  marked  cracks  in  the  lips  will 
come  as  wiry  lines  and  call  for  softening  and 
blending  into  the  surrounding  parts. 

Teeth. — With  many  people  it  is  unnatural  to 
close  the  lips,  but  often  an  effort  is  made  in  the 
photographer’s  studio,  with  disastrous  results.  If 
the  lips  are  left  naturally  parted,  the  teeth  are  apt 
to  catch  a glint  of  light  and  come  too  light.  This, 
of  course,  requires  considerably  softening,  but  ex- 
cessive scraping  must  be  avoided  or  the  teeth  will 
look  decayed. 
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The  Upper  Lip. — The  nose  usually  casts  a shadow 
on  the  upper  lip.  There  are  also  two  upward  lines 
of  light  on  the  lip.  These  three  factors  very  largely 
determine  the  shape  of  the  feature.  Their  relative 
position  calls  for  careful  study. 

The  Lower  Lip  also  casts  a shadow  on  the  upper 
part  of  the  chin.  This  shadow  requires  handling 
with  great  reticence.  If  too  light  the  lip  seems 
swollen,  if  too  dark  a pouting  lip  is  suggested. 

The  Chin. — It  often  happens  that  the  high-light 
on  the  chin  in  a top  light  effect  comes  too  strongly, 
and  therefore  needs  reducing,  so  as  to  subordinate 
it  to  the  chief  light  on  the  brow. 

The  Hair  is  often  a trouble  to  the  retoucher  on 
account  of  individual  straggling  hairs  catching 
strong  lights,  and  appearing  not  only  too  bright, 
but  too  large,  ^.e.,  more  like  pieces  of  thick  wire  or 
string  rather  than  fine  hairs.  Again,  a few  hairs 
may  be  very  sharply  defined  against  a mass  of  hair 
markedly  out  of  focus.  In  such  a case  the  over- 
sharp definition  may  be  softened  and  the  over- 
fuzzy  part  slightly  sharpened.  But  it  is  very 
seldom,  if  indeed  ever,  that  individual  hairs  should 
be  suggested.  It  is  hair  in  the  mass,  and  not  so 
many  separate  hairs  that  we  desire.  With  dark  or 
red  hair  we  are  apt  to  get  exaggerated  contrasts  of 
formless  shadows  and  small  patches  of  strong  light. 
The  touch  for  working  hair  is  a quite  short  line. 
Long  lines  will  give  a suggestion  of  wire  or  string. 

Hands  and  Arms  are  best  left  alone  as  much  as 
possible  by  the  retoucher.  The  sharp  angle  of  a 
bony  elbow  may  be  slightly  rounded,  and  strongly 
showing  veins  on  the  back  of  a man’s  hand  may 
require  “ evening  up.”  Similarly,  strongly-marked 
lines  or  skin  furrows  about  the  knuckles  may  be 
subdued.  Strong  light  and  shade  contrasts  may 
generally  be  subdued  with  advantage. 

Children. — A rapid  glance  at  several  children’s 
faces  and  heads  will  show  us  that  while  their 
features  and  head  forms  vary,  yet  for  the  most  part 
they  are  all  characterised  by  absence  of  lines  or 
furrows.  And  when  we  see  a child  with  lines  we 
say  what  an  “ old  looking”  child.  Hence  to  preserve 
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child  character  we  must  be  on  our  guard  against 
“ lininess.”  Our  next  observation  will  teach  us  that 
the  upper  part  of  a child’s  head  seems  proportion- 
ately larger  than  in  an  adult,  and  also  that  the 
forehead  often  projects,  showing  two  bumps  over 
the  eyes.  There  is  usually  a slight  depression  at 
the  side  of  the  eye.  The  nose  is  frequently  small 
and  depressed  at  the  root.  The  cheeks  are  full  and 
chubby,  and  the  lips  also  full  and  well  curved. 

Old  People  often,  but  not  always,  possess  just  the 
opposite  facial  characteristics  to  those  shown  by 
children.  Thus  the  bones  of  the  nose  are  somewhat 
sharply  marked,  the  cheeks  flabby  and  flat,  the 
mouth  strongly  defined  but  not  very  fleshy,  while 
there  are  many  lines  and  furrows  that  have  no 
counterpart  in  the  child’s  face.  The  cheeks  fall 
inwards  when  teeth  are  absent.  Very  great  care 
must  be  taken  while  softening  harsh  passages  not 
to  lose  the  character  of  age. 

The  “Speakiiig  Likeness.”  — One  reason  why 
commercial  portraiture  often  fails  to  produce  the 
“speaking  likeness”  is  that  the  retoucher  is  usually 
entirely  ignorant  of  the  sitter’s  appearance,  any 
has  never  seen  him.  Here  the  amateur  who  does 
the  posing  and  negative  making  has  really  an 
immense  advantage  when  proceeding  to  retouch  the 
negative  he  has  made,  and  has  a rough  print  by  his 
side  to  compare  with  what  his  sitter  looked  like 
when  the  negative  was  exposed.  In  the  majority 
of  cases  that  little  “ subtle  something  ” which  gives 
character  is  a trifling  irregularity  of  feature,  e.gr., 
one  eyebrow  slightly  higher  than  the  other,  one 
corner  of  the  mouth  turned  up  or  down,  a wrinkle 
round  the  eye,  etc.  The  retoucher  who  does  not 
know  the  sitter  may,  as  likely  as  not,  miss  this  bit 
of  character  and  either  obliterate  it  or  accentuate 
it  the  wrong  way.  The  amateur  who  has  properly 
studied  his  sitter  has  no  excuse  in  this  direction. 

Movement  of  Sitter.— A very  slight  movement 

of  the  sitter  during  exposure  is  often  an  advantage 
rather  than  a disadvantage,  because  this  movement 
tends  to  generalize  form  by  giving  a softened 
outline.  Our  attention  is  thus  drawn  to  the  face 
as  a whole,  rather  than  to  individual  features. 
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Lighting  harsh.  Shape  of  mouth  sl'ghtly  modified,  the  outlines  and 

Negative  slightlyCunder-exposed.  shadows  generally  softened 
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Where  one  part  of  a face  shows  a slight  movement, 
it  is  better  to  soften  ail  the  remaining  parts  than 
to  sharpen  up  the  outline  and  detail  of  the  part 
softened  by  movement.  Where  one  is  dealing 
with  the  much  wrinkled  face  of  an  old  person,  it 
will  be  helpful  to  soften  the  outlines  generally,  as 
well  as  to  reduce  the  over  emphasized  marks  of 
age,  wrinkles,  furrows,  etc.  For  this  purpose,  a 
moderately  soft  lead  will  be  more  suitable  than  a 
hard  lead.  In  working  large  heads,  a small  stump 
is  very  useful  for  softening  outlines. 

Retouching  Varnish  Bottle. — Instead  of  applying 
the  retouching  varnish  or  medium  to  the  negative 
by  inverting  the  bottle  and  then  conveying  a drop 
of  varnish  with  the  bottle  cork,  the  following  is  a 
more  convenient  plan: — Select  a sound  and  easy- 
fitting  cork.  Cut  off  a bit  of  fine  glass  rod  about 
two  inches  longer  than  the  bottle  is  high.  Round 
off  the  ends  of  the  glass  rod  by  holding  them  in  a 
gas  flame.  Allow  one  end  of  the  rod  to  become 
somewhat  globular  by  keeping  it  in  the  flame  a 
minute  of  two  longer  than  the  other  end.  Then 
bore  a hole  in  the  cork  just  large  enough  to  take 
the  glass  tube  with  an  easy  fit.  It  is  now  an  easy 
matter  to  carry  a large  or  small  drop  of  medium  to 
any  desired  portion  of  the  film  by  means  of  the  rod 
and  cork.  This  plan  avoids  the  undesirable  pro- 
cedure of  inverting  the  bottle,  and  keeps  the  neck 
of  the  bottle  clean  and  dust-free. 


Fig.  62. 


Shadows  and  Form.  — The  beginner  seldom 
adequately  realises  that  shadows  are  more  im- 
portant than  lights  in  determining  form.  For 
instance,  in  most  cases,  we  get  our  idea  of  the 
shape  of  a nose  not  from  the  light  but  from  the 
shadow  side.  Similarly,  the  shadow  under  the 
upper  lip  indicates  a projecting  lip  or  slightly  open 
mouth  as  the  case  may  be.  The  shadow  under  the 
lower  lip  may  suggest  a protruding  lip  or  a strongly 
recessed  chin,  according  to  its  form  and  intensity. 
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A Useful  Little  Tool. — Select  a large  size  sewing 
needle  with  a fat  body,  i.e.,  a No.  1 size.  With  a 
pair  of  pliers  break  off  the  eye-part  of  the  needle. 
Seize  the  needle  with  the  pliers  and  with  a rotatory 
thrusting  movement  urge  the  point  of  the  needle 
about  half  an  inch  into  a small  bit  of  firewood. 
Now  take  an  ordinary  flat-iron  and  support  it  face 
upwards  between  a few  books  on  the  table  so  that 
it  may  form  a small  anvil.  A small  flat-faced 
hammer  will  be  required.  Make  the  eye  end  of 
the  needle  red  hot  in  the  gas  flame  and  then  with 
the  hammer  and  anvil  beat  out  the  end  of  the 
needle  into  the  sha^^e  of  a small  penknife  blade,  f.e., 
sharp  edged  at  one  side  with  a flat  back  at  the 
other.  As  the  needle  cools  quickly  it  will  call  for  a 
little  alertness  in  carrying  the  needle  to  the  anvil 
and  dexterity  in  handling  the  hammer.  Having 
roughly  shaped  our  tiny  blade — getting  it  as  thin 
as  one  can  in  this  way — then  draw  it  out  from  its 
temporary  handle,  which  will  probably  have  got 
burnt  during  the  repeated  heatings,  and  insert  the 
point  in  the  wooden  handle  of  an  ordinary  school  pen- 
holder. The  metal  part  of  the  penholder  is  discarded. 


Fig.  63. 


We  now  must  grind  down  our  tiny  knife  blade  on 
a hone  or  oil  stone.  This  will  require  patience,  but 
the  worker  will  be  rewarded  in  producing  a scraping 
tool  or  retouching  knife  far  better  than  anything 
that  is  at  present  on  the  market.  Throughout  the 
operation  let  him  have  in  mind  the  shape  of  the 
straight  narrow  blade  of  an  ordinary  penknife. 
The  end  of  the  blade  may  be  as  thin  as  possible, 
provided  it  is  stiff  enough  not  to  bend  when  in  use 
for  scraping  away  fine  details. 

Some  Common  Mistakes.— Among  the  many  mis- 
takes of  ordinary  retouching  we  must  give  first 
place  to  that  of  overdoing  the  work.  Thoughtless- 
ness makes  a man’s  work  mechanical.  One  of  the 
most  important  things  is  knowing  when  to  stop. 
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The  next  mistake  is  that  of  loss  of  texture,  ^.e., 
making  the  flesh  of  young  and  old  all  alike  and  yet 
unlike  flesh.  It  is  far  better  to  leave  the  flesh  a 
little  rough  than  too  smooth,  like  a billiard  ball  or 
a teacup.  Again,  thoughtless  work  will  give  the 
same  texture  to  such  different  things  as  flesh,  silk, 
or  cloth.  The  foolishness  of  this  merely  requires 
to  be  mentioned  in  order  to  be  recognised.  Then 
again,  mechanical  workers  drop  into  the  way  of 
always  putting  the  highest  light  in  the  same  place, 
^.e.,  on  the  forehead,  or  cheek,  or  tip  of  nose,  with- 
out paying  regard  to  the  position  of  the  head  or 
direction  of  the  lighting.  Next  the  mechanical 
touch  is  to  be  avoided,  for  a moment’s  thought  will 
show  that  as  textures  vary,  so  should  our  touch  vary 
so  as  to  harmonise  with  the  texture.  A good  work- 
man will  be  equally  facile  with  any  and  all  styles 
of  touch,  and  also  equally  able  to  use  one  or  the 
other,  as  circumstances  demand. 


Age  and  Character. — It  is  important  to  bear  in 
mind  that  we  can  retain  the  character  of  a face 
without  making  any  sacrifice  to  truth,  and  yet  not 
interpret  age  in  a noticeable  manner.  For  instance, 
in  women,  age  usually  brings  certain  skin  wrinkles 
about  the  eye  and  mouth.  To  remove  these 
entirely  would  be  to  destroy  character.  To  retain 
them  as  on  the  untouched  negative  would  be  to 
give  them  undue  prominence,  because  the  camera 
exaggerates  their  light  and  shade  value.  We 
therefore  go  nearest  to  the  truth  when  we  soften 
both  lights  and  shades  until  these  furrows  are  only 
seen  when  special  attention  is  given  to  them. 


Differences  of 
Opinion 


will  be  found  in  the  foregoing 
pages,  which  at  first  sight  may 
seem  contradictory  or  irrecon- 
cilable. But  on  mature  consideration  these  differ- 
ences will  be  found  to  contain  a broader  teaching 
when  taken  together  than  could  be  derived  from 
any  single  statement.  Such  differences  will  serve 
a valuable  purpose  if  they  prevent  the  beginner 
thinking  there  is  any  “royal  road”  or  “only  way.” 

F.  C.  L. 
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Formulae, 

Hints,  etc. 

By  THE  EDITOR. 

Dry  RetOLSChm^  SVledia.  (in  form  of  fine  powder). 

1.  Finely  powdered  pumice  stone. 

2.  Equal  parts  of  ground  cuttle-fish  bone  and  resin. 

3.  One  part  fine  pumice  and  two  parts  powdered  resin. 

In  all  cases  the  powders  should  be  sifted  through  two 

thicknesses  of  the  finest  muslin  and  then  applied  with  the 
finger  tip  and  rubbing  in  a circular  direction. 

Liquid  Retouciiirs^  H^edia. 

1.  A teaspoonful  of  powdered  resin  in  half  a pint  of 

turpentine. 

2.  Turpentine,  4 ozs. ; resin,  J oz.  ; gum  damar,  60  grs. 

3.  Turpentine,  2 ozs.  ; oil  of  spike  or  lavender,  2 ozs. ; 

resin,  | oz. 

4.  Alcohol,  2 parts  ; gum  sandarac,  1 part ; benzole,  4 

parts  ; acetone,  2 parts. 

Matt  Varnish. 

1.  Ether,  1 oz. ; gum  sandarac,  50  grs. ; Canada  balsam, 

8 grs.  ; benzole,  ^ oz. 

2.  Ether,  1 oz. ; gum  sandarac,  40  grs. ; gum  mastic,  10 

grs.  ; benzole,  | oz. 

3.  Ether,  1 oz.  ; gum  sandarac,  30  grs.  ; gum  mastic,  30 

grs. ; benzole,  ^ oz. 

The  gums  are  first  dissolved  in  the  ether,  any  sediment  in 
them  allowed  to  settle,  and  the  clear  part  carefully  decanted. 
The  benzole  is  then  added.  The  quantity  of  benzole  above 
given  yields  a moderate  grain.  By  increasing  the  ^ oz.  to  6 
drams,  a coarser  grain  (suitable  for  large  work)  is  obtained. 
For  small  portraiture  the  benzole  should  be  reduced  to  2 drms. 
which  yields  a correspondingly  finer  grain. 

For  CoSouring-  Matt  Varrsish.— Iodine,  dragon’s  blood, 
chrysoidine. 

To  Remove  Retouch Varnish.— Rub  with  tuft  of  rag 
moistened  with  turpentine. 

To  Remove  Matt  Varnish. — For  sharp  outlines  use  a 
knife  and  then  remove  the  bulk  by  rag  dipped  in  methy- 
lated spirit. 

To  Remove  Plegativ©  Varnish.— Place  the  negative  in  a 
porcelain  dish,  cover  well  with  methylated  spirit.  Cover 
the  top  of  the  dish  with  a sheet  of  glass,  and  stand  the 
dish  in  a second  somewhat  larger  one  containing  a little 
hot  water.  Then  rub  gently  with  tuft  of  cotton  wool. 
Clear  Coloured  Varnish. — Ordinary  negative  varnish  or 
plain  collodion  may  be  cleared  by  adding  to  it  quantum 
stiff,  of  a strong  solution  of  aurantia  in  alcohol.  This  is 
applied  to  the  glass  side  of  the  negative  and  the  parts  not 
wanted  removed  in  the  manner  above  indicated. 
Coloured  Solutions  for  Modifying  Artificial  Light. 

A few  crystals  of  copper  sulphate,  dissolved  m water, 
gives  a green  coloured  solution,  which  may  be  changed  to 
blue  by  the  addition  of  a few  drops  of  strong  ammonia. 
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Various  Competitions,  and  Prints  for  Criticism. 

Will  competitors  and  others  please  kindly  note  our  rule  to  the  effect  that 
when  prints  are  to  be  returned  stamp)  must  be  sent  WITH  THE  PRINTS — 
not  afterwards. 

Will  contributors  to  our  vaydous  comjyetitions  kindly  ref  rain  from  sending 
under  one  cover  2i>'ints  for  different  comp)etitio7is  ? This  not  oidy  gives  us 
considerable  trouble,  but  involves  the  risk  of  the  vai'ious  jyictures  not  being 
properly  entered  for  the  competition  for  which  they  are  intended.  It  is  far 
better  fo)‘  all  conce )‘ned  to  send  each  lot  of  prints  in  sepainte  paiwels. 

Rev.  E.  J.  Clarke.— “ Thrush’s  nest  and  Apple  Blossom.”  Theauthorof 
this  very  charming  nature  study  is  to  be  congratulated  on  having  produced  an 
effective  and  graceful  decorative  panel.  The  apple  blossoms  come  out  a trifle 
chalky  and  solid  looking  for  petals,  and  the  picture  space  is  just  a bit  too 
crowded.  The  way  the  junction  line  between  the  table  and  the  background 
has  been  hidden  is  a useful  tip  for  other  workers  in  this  direction.  The  tone 
value  of  table  and  background  are  chosen  with  excellent  judgment.  (Plate 
Ilford  Iso,  f/22;  Exposure  3 min.  ; Development  Rodinal).  Fig.  24. 

H.  S.  Prince. — ‘‘  The  Story-teller.”  This  is  a good  little  picture  and  only 
just  misses  being  very  good.  The  three  figures  are  well  grouped  amid  natural 
surroundings.  The  seated  figure  seems  a little  too  indifferent  to  the  story,  but 
the  listening,  alert  pose  of  the  head  and  facial  expression  of  the  middle  figure 
is  excellent.  The  story-teller  is  perhaps  a trifle  too  stiff  and  suggestive  of 
having  been  posed  by  the  photographer.  The  background  of  trees  seems  too 
dark  and  too  near.  (July  5 p.m.,  strong  ligiit,  Ilford  special  Rapid,  fl8, 
Exposure  1/40  sec.,  Pyro  Soda).  Fig.  19. 

Mrs.  P.  Mason. — “At  the  Cottage  Door.”  The  subject  matter  well  lends 
itself  to  pictorial  form.  Two  faults  convey  hints  for  future  guidance.  First, 
the  camera  was  too  high  up  above  ground,  causing  the  ground  to  seem  to  rise 
up  too  much  towards  the  right  lower  corner.  Second,  the  exposure  has  been 
barely  sufficient  to  give  quite  sufficient  gradation  in  the  lower  notes  of  the 
tone  scale.  The  grouping  of  lights  well  within  the  margins  of  the  picture  is  a 
good  feature.  (July  noon,  good  light,  f/16.,  exposure  1/8,  Quinol).  The 
dark  dog  against  the  light  apron  is  a happy  feature.  The  texture  quality 
of  the  quaint  north  country  porch  is  excellently  rendered  in  the  original  print. 
Both  figures  are  easy  and  natural  in  pose  and  apparently  quite  unconscious 
of  the  camera.  The  presence  and  position  of  the  spinning  wheel  (without 
chair  or  stool)  makes  one  question  whether  it  has  not  been  introduced  by  the 
photographer  to  show  its  presence,  rather  than  as  an  aid  in  the  composition. 
Quite  wisely  it  has  been  kept  in  a secondary  place. — Fig.  30. 

A.  Haynes.— “ The  Whole  Earth  Rests  and  is  at  Peace.”  This  is  one  of 
the  Spring  Junior  Salon  pictures,  which  very  deservedly  was  Highly  Com- 
mended. The  sentiment  of  peaceful  rest  is  excellently  sustained.  The 
rendering  of  the  clouded  sky  and  atmospherically  softened  distance  is  also  of 
especially  noteworthy  character.  The  weak  part  is  the  unwise  choice  of 
conflict  of  colours  between  the  brown  print  and  two  different  browns  of  the 
mount.  It  is  a mistake  to  attempt  anything  approaching  a match  in  colour 
between  a piece  of  mounting  paper  and  a photographic  print.  The  composition 
of  the  picture  is  simple  and  yet  quite  full  and  satisfactory.  Fig.  10. 

John  Smith  “A  Toiler  of  the  Deep.”  An  example  of  an  excellent, 
straight,  unsophisticated  print.  Nevertheless,  it  is  a case  where  a little  careful 
and  thoughtful  retouching  of  the  negative  would  do  much  to  give  greater 
artistic,  i.e.  pictorial  truth.  This  is  a case  where  in  theprinf  we  notice  thefore- 
head  furrows  and  lines  more  than  we  do  in  the  living  face.  The  high-light  over 
the  bridge  of  the  nose  is  also  a shade  too  assertive  and  requires  very  delicate 
handling  with  the  scraper.  There  is  also  a shade  too  much  difference  between 
one  side  of  the  moustache  in  sharp  focus  and  the  other  out  of  focus.  In  this 
case  the  sharp  focus  portion  may  best  be  very  slightly  softened.  The  back- 
ground might  also  be  slightly  darkened  behind  the  shadow  side  of  the  head 
l)y  reducing  with  rag  and  methylated  spirit.  The  mounting  of  the  print  is 
quite  suitable,  but  the  trimming  and  drawing  of  pencil-line  calls  for  a 
little  more  caie  as  to  straightness  and  neatness.  The  title  has  been  made 
a little  too  conspicuous.  All  these  little  points  tell  in  a competition.  (Fig.  25.) 
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R.  Berry.— “ Portrait  Study.”  For  tliis  excellent  l)it  of  vvork  the  author 
was  awarded  a well-won  plaque  in  our  Spring  Junior  Salon.  We  have  little 
but  praise  to  say  about  this  print,  which  is  neatly  and  effectively  mounted. 
Our  chief  fault  is  a certain  measure  of  patchiness,  due  to  bits  of  over-heavy 
and  solid-looking  shadows,  e.g.,  under  the  nose,  angle  of  jaw,  ear  and  back  of 
head.  These  are  probably  due  to  the  exposure  being  barely  sufficient  under 
the  circumstances  of  the  lighting— exposure  of  ten  seconds  at  //8  in  the  lobby 
of  a house.  These  heavy  shadows  are  another  instance  where  very  slight 
aiding  of  the  negative  would  make  a valued  difference.  In  this  case  we 
^ suggest — not  film  retouching,  but  fine  matt  varnish  on  the  glass  side.  Fig.  28. 

W.  T.  (Stockport).— Evidently  your  tendency  is  towards  rather  excessive 
contrasts  of  light  and  shade,  due  to  slight  under-exposure  in  the  case  of  No.  2, 
and  over-developing  in  both  cases.  For  pictorial  purposes  it  is  better  to  err  on 
the  side  of  slightly  under,  rather  than  over-developing,  because  it  is  easier  to 
add  a little  density  by  intensification  rather  than  take  it  away  by  reduction. 
Titles  neatly  inscribed  ; but  do  not  get  them  too  large.  The  light  inner  tint  of 
mount  is  too  light  in  both  cases.  In  No.  1 it  makes  the  already  too  dark  trees 
ook  darker  still,  and  in  No.  1 it  tends  to  make  the  sky  too  grey  in  the  high- 
ights. 

C.  W.T.  (West  Hartlepool) — You  are  inclined  to  over-develop  your 
negatives,  and  get  chalky,  hard  high-lights.  1.  Exposure  fairly  right,  but 
negative  considerably  over-developed.  Sky  and  water  are  blank  paper  in  the 
print — obviously  not  true  to  nature.  ' Picture  is  agreeably  arranged.  2.  Here 
the  reflections  of  the  trees  in  the  water  improve  matters  but  still  the  same 
fault  is  present,  viz.,  over-development  of  the  negative.  3.  Very  much  better 
in  every  way.  We  think  you  might  get  a better  result  from  this  negative  by 
using  matt  surface  paper,  and  printing  rather  deeper,  so  as  to  make  full 
allowance  for  the  loss  of  strength  in  toning,  fixing,  etc. 

A.  G.  D.  (Sutton  Coldfield).— Yes,  we  think  you  have  the  foundation  of 
an  effective  picture.  In  No.  2 you  have  slightly  overdone  the  sunbeam— it  is 
very  nearly  strong  enough  in  No.  1.  Better  under  than  overdone.  The  near 
pillar  does  not  look  quite  substantial  enough  for  stone,  so  near  us.  We  should 
have  more  light  and  shade  contrast  in  the  near  than  in  the  far  pillar. — Print  2 
is  somewhat  feeble — does  not  show  enough  vigour — not  substantial  enough  for 
stones.  Bear  this  in  mind  when  making  your  enlarged  negative.  The  floor 
is  too  much  of  one  even  shade.  Remember  that  a sunbeam  is  transparent, 
not  solid-looking. 

J,  A.  D.  (Johnston). — Very  creditable  examples  of  border  printing.  1.  Sky 
and  cloud  part  quite  excellent.  Distant  hills  a little  too  distinct  and  dark. 
Nearer  parts  generally  too  dark.  The  white  border  emphasises  this.  Print 
seems  to  have  been  over-developed.  2.  You  have  forgotten  the  golden  rule, 
“ expose  for  the  nearest  dark  shadow  ” and  have  considerably  rtncZer-exposed  the 
near  dark  trees  on  our  left.  Distant  hills  better  here  than  in  No,  1.  3.  Again 
your  near  dark  shadows  (trees  to  our  right)  have  been  sacrificed.  Nothing  very 
satisfactory  can  be  got  from  an  under-exposed  negative,  except  a warning  not 
to  make  the  same  mistake  on  a similar  occasion. 

A,  M.  C.  S.  (Doctors  Commons). — Your  introduction  is  just  in  time,  as 
our  October  number.  Carbon  Printing,  is  devoted  to  5mur  special  subject.  You 
will  find  some  timely  hints  on  pages  58  61.  If  spots  of  pigment  adhere  to  the 
temporary  support  after  stripping,  the  T.S.  has  not  been  properly  waxed.  You 
do  not  say  at  what  stage  the  spots  appear  and  so  give  us  no  clue  whatever  to 
your  trouble.  Print  2.  This  appearance  may  be  due  (a)  to  stale  tissue  ; (h) 
insufficient  contrast  in  the  original  negative  ; (c)  over-printing  of  a somewhat 
thin  negative  ; ^d)  keeping  the  print  after  exposure  and  before  development. 
In  the  absence  of  all  details  we  think  the  appearance  of  the  prints  points  to 
cause  (b).  Glad  to  help  further,  but  please  remember  we  cannot  diagnose 
diseases  in  the  absence  of  any  knowledge  of  symptons.  Prints  for  competition 
need  not  be  mounted,  but  we  add  marks  for  tasteful  and  effective  mounting. 

J.  R.  R.  (Burnley). — Not  up  to  your  previous  form.  The  line  along  the 
ground  is  more  suggestive  of  cotton  wool  than  mist.  It  is  too  solid.  Mist 
is  not  confined  to  a narrow  band  like  this.  Left  upper  corner  unsatisfactory. 
Remember  that  on  a misty  day  the  further  objects  are  away,  the  more  they 
are  affected,  altered  obscured  by  the  mist. 
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Advertisnvents. 


ARE  YOU  AWARE 

that  the  most  fascinating  occupation  of  the  present 
day  is  Colour  Photography  or  Picture  Post  Card 
Tinting,  which  can  be  done  without  the  slightest 
knowledge  of  painting  by  using 

GUNTHER  WAGNER’S 

TRANSPARENT 

ALBUMEN 
COLOURS? 

Moist  in  Tubes  and  liquid  in  Bottles,  made  in  24  different  shades, 
and  supplied  either  loose  or  fitted  in  sets  in  handy  boxes. 

For  Mounting  your  Photographs,  etc.,  do  not  fail  to 
use  the  well-known  and  reliable 

“CAMERA”  PHOTO  PASTE. 

For  further  particulars  write  to 

GUNTHER  WAGNER,  Manufacturer, 

10,  London  Wall,  LONDON,  E.C. 


The  New 

Sepia  Toning  for  all 
Bromide  Papers. 

(regd.) 

THE  PRACTICAL  PHOTOGRAPHER.  No.  i,  reports:—  ■ 

“•  This  converted  the  image  into  a rich,  warm  sepia,  now  so  popular  por  portraiture. 

It  is  difficult  to  imagine  anything  simpler  than  the  above  process.” 

Of  all  Deai^ers,  price  1/-,  2/6,  5/- ; pr  post-free,  1/3,  2/10  and  5/5,  from 

"wells  & CO.,  Southgate,  London,  N, 


Copy  taken  ou  P.O.F. 


GRAPHIC  STORES,  or  Directfrom  Copy  taken  on  Kembrandt. 


The  Manufacturer— FERDINAND  HRDLICZKA,  Vienna  VII.,  Zioglergasso  No.  96. 


Kindly  mention  ”The  Practical  Photographer.” 


THE  PRACTICAL  PHOTOGRAPHER. 


W.  M.  (Newcastle-on-Tyne).- The  strong  light  and  shade  contrasts  ot 
the  subject  render  it  very  difficult  to  treat  satisfactorily.  Such  a subject 
requires  a generous  (but  not  excessive)  exposure,  and  great  watchfulness  to 
guard  against  over-development.  You  have  erred  slightly  in  both  respects. 
The  figure  is  too  obviously  staring  at  the  camera.  Avoid  this  whenever 
possible.  A rough  surface  printing  paper  would  not  show  the  strong  con- 
trasts quite  so  much.  2.-- Arrangement  too  symmetrical.  Too  many 
alternating  patches  of  light  and  dark.  Halation  very  creditably  overcome, 
but  the  white  paper  behind  the  distant  window  is  not  satisfactory  and  has 
an  unnatural  effect,  3.— Quite  the  best  of  the  three  and  very  creditable.  A 
platinotype  print  would  give  you  much  better  value  from  this  negative.  A 
black  and  white  print  is  generally  better  than  the  usual  purple  of  P.O.P.  for 
subjects  of  architectural  interiors. 

W,  O.  L.  (Radcliffe).— The  marked  difference  of  size  of  the  horses  in  the 
foreground  is  due  to  your  being  too  near  them.  Trim  off'  half  an  inch  from 
the  lower  edge.  Be  careful  to  trim  your  prints  with  a straight  ruler. 
Technically  creditable.  2.— Not  enough  light  and  shade  contrast  in  nearest 
part.  Light  and  shade  contrasts  of  near  objects  are  nearly  always  greater 
than  those  in  the  distance.  3.—  High  lights  far  too  chalky.  Your  negative 
has  been  considerably  over-developed,  hence  the  hard  high  lights. 

G.  J.  B.  (Brimington).— 1.  The  general  softness  is  very  suitable  for  this 
woodland  subject,  but  colour  is  too  red  and  sky  too  white.  Roadway  also 
rather  too  hard.  Mount  and  title  neat  and  appropriate.  2. — Pictures  with 
round  corners  are  very  seldom,  if  ever,  satisfactory.  Light  margins  also  are 
best  avoided.  The  tone  value  of  sky  and  water  too  monotonous.  Picture 
would  look  better  on  a larger  scale. 

J.  P.  (Kirkcaldy). — A woodland  scene  in  August  does  not  usually  look  so 
black  and  white  as  this.  Your  picture  suggests  winter.  Exposure  was 
ample,  but  you  seem  to  have  over-developed  your  negative  or  under-exposed 
your  print.  2.— The  man  does  not  look  so  much  like  working  as  listening  to  the 
photographer.  He  is  also  too  full  face  towards  the  lens.  The  camera  was  too 
high  from  the  ground.  This  makes  the  path  seem  to  be  going  up  hill.  3.— 
Exposure  ample.  Development  overdone.  The  white  sky  and  streak  of  white 
paper  at  edge  of  stream  are  too  assertive.  Try  this  negative  with  the  roughest 
paper  you  can  find,  c.g.,  Luna,  or  Venus,  or  Platinotype.  Tone  down  sky  and 
water  by  reducing  negative  by  rubbing  with  a bit  of  rag  moistened  (but  not 
wet)  with  methylated  spirit.  Rub  firmly,  yet  gently,  and  do  not  be  impatient. 

E.  M.  C.  (Kensal  Rise). — You  are  evidently  a careful  and  painstaking 
worker.  By  using  such  a small  stop  as  //32  you  have  got  all  parts  equally 
sharpand  sodestroyed  thenatural  effect  of  distance.  Your  picture  is  consequently 
flat— //ll  would  have  been  quite  small  enough.  2. — Sky,  sea,  and  path  too  light 
and  chalky.  Y our  negative  has  been  over-developed,  or  you  have  under-exposed 
the  printing  paper.  The  composition  is  agreeable  except  for  rather  too  much 
path  included.  3.— Foregoing  remarks  here  largely  apply  as  to  small  stop 
and  chalky  effect.  You  are  using  too  many  different  colours  of  paper  together, 
and  they  are  somewhat  too  pronounced  in  colour.  Try  some  of  your  negatives 
with  a matt  surface  paper.  Do  not  use  black  or  white  mounting  papers  until 
you  have  had  very  considerable  exderience.  They  generally  do  more  harm 
than  good  to  the  print. 

A.  C.  (Leeds).— 1.  Woman's  sun  bonnet  is  too  chalky  white,  otherwise 
this  is  one  of  your  best.  Try  rubbing  down  the  film  with  rag  and  methylated 
spirit.  2.— Too  many  detached  patches  of  strong  light.  That  to  our  left-hand 
lower  corner  is  the  chief  offender.  See  back  of  print.  Try  again,  but  study 
your  composition  well  beforehand.  3. — Figure  rather  too  stiff  and  wooden. 
Here  again  you  have  too  many  scattered  strong  lights.  Try  the  effect  of 
covering  up  first  one  and  then  another.  In  this  way  you  will  learn  the 
importance  and  value  of  breadth  in  chiaroscuro. 

W.  W.  (Skipton).— The  light  band  round  your  prints  is  a mistake.  A. — 
The  tones  of  the  picture  are  rather  too  much  the  same  all  over— a general 
greyness  and  flatness  which  may  be  due  to  the  negative  being  too  thin,  or  to 
over-exposure  of  print.  Try  to  get  a slightly  better  print.  The  sky  part  is 
excellent,  but  the  Jiear  parts  are  weak.  B. — This  errs  the  other  way,  i.e., 
is  too  strong  in  contrast  and  is  top-heavy  on  left-hand  side.  Best  part  is  the 
lower  central  portion.  C. — You  were  too  near  your  subject  and  so  the  picture 
seems  overcrowded.  Sky  part  again  good.  This  is  the  best  of  the  three. 
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AdT«rtit«4neats. 


FOR  DEVELOPMENT  BY  ARTIFICIAL  LIGHT. 

NO  DARK-ROOM  REQUIRED. 


Post  Cards 

(Matt  White,  and  Glossy  Mauve) 
Made  in  three  sizes. 


Full  Size  (3 

Packets  of  12  Cards  and  2 Masks, 
Price  lOd.  Box  of  50  Cards,  2/9  ; 
144  Cards,  7/6. 

Court 


:3ix4i) 

Packets  of  12  and  2 Masks, 
8d.  Boxes  of  50,  2/6  ; 

144,  6/9. 


IVlikro 

(3ix2i) 

Packets  of  12  Cards 
and  2 Masks, 

Boxes  of  50,  1/9  ; 

144,  51- 


Improved 
f/ Development 

Paper 

Made  in  Three  Grades  ; 

Ma.ttj  Smooth. 
Matt,  Roug^h. 

Glossy. 

HARD  SURFACE. 
FREEDOM  FROM  FOG. 

In  Packets,  cut  sizes,  6d.  and  I/- 
Obtainable  from  all  Dealers,  or  direct  from 

The  LETO  PHOTO  MATERIALS  CO., 

9,  RANGOON  ST.,  LONDON,  E.C.  LIMITED. 
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Kindly  mention  “ The  Practical  Photographer.' 


THE  PRACTICAL  PHOTOGRAPHER. 


J.  H.  S.  (Bedminster).— Print  suggests  under-exposed  and  slightly  over- 
developed negative.  Light  and  shade  contrasts  are  too  strong.  A mistake  to 
have  both  sitters  raising  their  cups.  They  are  too  evidently  conscious  of  being 
photographed.  You  were  rather  too  nea.r  and  also  too  high  up  from  the  ground 
Print  too  red  in  colour.  Your  work  is  of  a very  promising  character.  Aim  at 
softness  rather  than  brilliancy. 

J.  L.  W.  (Ongar) — 1.  Under-exposed  negative.  Print  too  red  in  colour. 
Subjects  of  this  kind  require  backed  plates.  2.  Under-exposed  and  over- 
developed negative.  Print,  overtoned.  Try  the  phosphate  bath  given  in  our 
Practiced  Photographer  number  5.  3.  Much  the  best  composition  of  the  three  ; 
also  best  technical  result.  You  are  inclined  to  use  too  bright  colour  of  mount. 
Before  mounting  print,  first  paste  mount  paper  to  stout  card.  Flimsy  mount 
papers  are  very  untidy. 

J.  H.  C.  (Stourbridge) — Do  not  at  all  care  for  this  fanciful  style  of 
mounting.  It  takes  away  all  one’s  attention  from  the  print.  The  mount 
should  assist,  not  compete  with  the  print.  Negative  has  been  under-exposed 
and  over-developed.  The  high  lights  are  too  chalky.  Hair  and  face  best  part. 
These  self -toning  papers  have  not  been  on  the  market  long  enough  to  from 
any  opinion  as  to  permanency. 

From  Mr.  Wm.  Tylar  (High  Street,  Aston)  we  have  received  samples  of 
“ Corner  Pieces''  in  a gilt-looking  material.  These  may  readily  be  attached 
by  tiny  fasteners  to  mounts,  etc.  Those  workers  who  like  an  ornate  setting 
to  their  Xmas  cards,  etc.,  will  be  interested  in  seeing  these  novelties.  From 
the  same  firm  comes  a sample  of  a beautifully  fine  grain  of  ground  glass  for 
focussing  screens,  lantern  slides,  diagrams,  etc.  This  Micrograin  ground 
glass  " will  be  much  appreciated  where  fine  detail  is  desired. 

Messrs.  Beck  (68,  Cornhill)  have  sent  us  a pamphlet  describing  their 
ingenious  and  timely  coupon  system  of  exchanging  lenses.  Frequently  it 
happens  that  the  purchaser  of  an  outfit  (camera,  lens,  shutter,  etc.)  desires  to 
change  his  len*  for  one  more  suited  to  his  needs  and  aspirations.  Anyone  in 
possession  of  a Beck  Symmetrical,  a Primus  Beck,  or  Thornton-Pickard  Beck 
Symmetrical  who  has  not  already  got  an  exchange  coupon  can  obtain  one  on 
application  to  the  firm.  On  presenting  the  lens  and  coupon  to  any  photo- 
graphic dealer  a certain  liberal  allowance  will  be  made  for  the  surrendered 
lens  towards  the  purchase  of  a Beck-Steinheil  Unofocal  Lens.  The  pamphlet 
gives  abundant  details  as  to  surrender  values  and  prices  of  the  unofocal. 

The  Altrincham  Rubber  Company  (Altrincham)  have  sent  us  a sample  of 
their  rubber  squeegees  in  polished  handle.  The  rubber  has  its  sharp  edges 
nicely  rounded  off  so  that  the  user  will  not  with  this  squeegee  run  any  risk  of 
tearing  the  edges  of  his  carbon  prints.  The  rubber  is  of  excellent  quality, 
firm,  flexible  and  elastic.  Their  squeegee  pads  are  a great  convenience,  and 
combine  a smooth  or  mat  surface  upon  which  a print  is  laid,  and  a waterproof 
covering  to  prevent  any  risk  of  damaging  the  back  of  a delicate  print.  No 
French  chalk  is  required,  no  trouble  of  cleaning,  and,  most  important  of  all, 
the  prints  do  not  stick.  Now  that  so  many  of  our  readers  are  preparing  prints 
for  converting  into  Xmas  greetings  these  squeegee  pads  are  a most  seasonable 
aid.  From  the  same  firm  comes  a plush  plate  duster  made  in  form  somewhat 
like  a squeegee.  It  is  the  retoucher  who  knows  best  what  dust  spots  and  pin- 
holes are,  and  learns  to  value  a plate  duster.  Let  him  see  this,  and  he  will 
instantly  buy  it. 

From  Wilhelm  Knapp  (Halle  a-S)  we  have  received  the  “ Jahrbuch  fur 
Photographie  und  Reproduktionstechnik” — or  more  familiarly,  Eder’s 
Jahrbuch.  This  annual  volume  is  a very  worthy  successor  to  its  worthy 
predecessors,  and  from  cover  to  cover  reflects  credit  upon  editor,  publisher, 
and  the  many  contributors,  of  whom,  among  numerous  prominent  names  we 
may  mention,  Nameas,  Gaedicke,  Valenta,  Andresen,  Abegg,  Neuhauss, 
Lumiere,  Seyerwitz,  Hartmann,  Lippo-Crainer,  Krius,  Rathenow,  Eder,  etc. 
The  numerous  illustrations,  “plain  and  coloured,”  at  the  end  of  the  volume, 
are  of  exceptional  interest  as  well  as  front  rank  quality,  and  are  quite  worth 
preserving  as  specimens  of  reproduction  methods  of  to-day. 

A bulky  Catalogue  of  Lantern  Slides  and  kinematograph  films  reaches 
us  from  Messrs.  Gardener  & Co.,  Glasgow. 
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Advertisements. 


ENLARGE  your  NEGATIVES 


WITH  THE 


PEMBROKE 


ENLARGING 

LANTERN. 


Quarter-Plate  with  5^-in. 
Condenser,  Complete, 

: 10  : 0 

Half-Plate  with  8J-in. 
Condenser,  Complete, 

^.6  : 17  : 6 


FULL  PARTICULARS,  ETC.,  AND  PRICE  LISTS  FROM 

Evans  5ons  Lescher  & Webb  Ltd 

56,  HANOVER  STREET,  LIVERPOOL. 


LIGHT  / LIGHT ! ! LIGHT!  ! ! More  Light  for  the  Dark-Room. 

The  only  correct  and  absolutely  safe  Filters  are 

Dr.  MIETHE’S  new 
FLEXOID  LIGHT  FILTERS. 

These  Filters  are  prepared  and  suited  for  every  possible  class  of  Photographic 
work — after  spectrum  test. 

P^r  Plate  Manufacturers — Sensitive  Paper  Factories — For  the  preparation  of 
emulsion  for  Colour  Sensitive  Plates — Collodion  Making — Photograt  hie  Dark= 
Rooms—Lanterns — Lamps — Three=Colour  Process  work- The  finest  Filters 
made  for  l*ochromatic  Photography — Landscape,  Balloon,  Snow,  or  Tele= 

photo  Work. 

Special  Series  for  the  printing  of  weak  negatives.  New  BROWN  and  GREEN  Filters  for 
those  who  are  affected  by  red  or  yellow  medium. 

Sizes — X to  19  X 23  in.  Price,  4d.  tO  6/-  each. 

Handbook  with  full  desciiftion  free  on  receipt  of  a stamp  for  postage. 


NEW  MONOCHROMATIC  FUfHl.lGHT  CANDLES. 

For  Three=Colour  Process  Work. 

For  Isochromatic  Photography  in  all  colours,  without  the  use  of  colour  screens.  For 
instantaneous  work  in  badly  lighted  rooms  or  interiors,  with  or  without  colour  screens. 

Beware  of  imitation  Flashlight  Candles,  see  “Qeka”  trade  mark  on  the  only 
genuine  and  original  make. 


in  Seven 
Colours, 


1.  each. 


Sample  ^-plate  size  of  Flexoid  Filters,  jf  Series  1 and  2, 

Sole  concessionaries  for  Great  Britain  and  Colonies— 

A.  E.  STALEY  & Co.,  19,  Thavies  Inn,  Lrndon,  E.C, 


Kindly  mention  "The  Practical  Photographer." 


THE  PRACTICAL  PHOTOGRAPHER. 


Mr.  W.  C.  Hughes  (Mortimer  Road,  N.),  whose  name  and  fame  are 
synonymous  with  everything  that  is  up  to  date  in  the  lantern  world,  tells 
us  that  Ids  Alphengo  reflecting  enlarging  lantern  for  15  x 12  (and  any  smaller 
size)  is  now  ready,  price  £6  10s.,  and  that  this  series  of  enlarging  lanterns  is 
in  great  dema  nd.  (For  descriptive  note  of  this  excellent  instrument  see  p.  x., 
The  Practica?  Photographer,  No.  6). 

Messrs.  Chas.  Zimmermann  (9  and  10,  St.  Mary  at  Hill,  E.C.)  are  now 
sole  agents  for  Great  Britain  for  the  famous  studio  cameras  built  by  the 
Goerlitz  firm  of  Herbst  & Firl.  These  instruments  are  well  known  for  their 
splendid  cabinetmakers’  work  and  for  the  efficiency  and  ingenuity  of  design 
and  arrangement.  The  sizes  range  from  whole-plate  to  24  x 24,  and  74  inches 
extension. 

Messrs.  Houghton,  Ltd.  (88,  High  Holboru,  W.C.),  have  sent  us  a sample 
of  their  “Ensign  Developing  Cafiister.”  This  is  a tin  canister  4 in.  high  and 
2 in.  diameter,  with  tight-fitting,  easily  removable  lid,  containing  a quantity 
of  clear  crystals  which  are  to  be  dissolved  in  20  oz.  of  water,  forming  solution 
No.  2.  The  canister  also  contains  a small  glass  tube  closed  with  cork.  The 
contents  of  the  tube  are  to  be  dissolved  in  another  20  ozs.  of  water  and  labelled 
solution  No.  1.  We  are  now  ready  for  development  by  taking  equal  parts  of 
No.  1 andNo.  2 solutions.  Price  of  canister.  Is.  3d.  Forty  ounces  of  efficient 
developer  for  fifteen  pence  works  out  at  IJ  farthings  per  ounce  of  developer, 
which  is  certainly  remarkably  attractive,  to  say  nothing  of  the  obvious  con- 
venience and  portability  of  the  canister  arrangement.  It  is  just  the  thing 
to  take  away  with  one  for  a week’s  holiday  when  contemplating  the  develop- 
ment of  the  day’s  exposure  every  evening  in  one’s  bedroom,  (or  by  using  the 
daylight  “Standa”  tank  mentioned  last  month),  as  this  developer  will  stand 
very  considerable  dilution. 

Mr.  Wm.  Tylar  (High  Street,  Aston,  Birmingham)  is  always  in  touch 
with  the  season’s  needs,  and  has  just  sent  us  a box  of  assorted  Christmas 
card  mounts  with  envelopes  of  suitable  sizes.  These  mounts  are  all  cream 
white,  except  two,  viz.,  a light  and  a dark  grey.  They  are  all  of  a very 
tasteful  character,  and  are  a welcome  sign  of  the  improving  taste  of  the  times. 
Mr.  Tylar  tells  us  that  he  will  send  a sample  box,  post-free,  for  Is.  8d.,  con- 
taining a dozen  cards  and  envelopes,  to  any  of  our  readers  mentioning  The 
Practical  Photographer. 

Messrs.  Newman  & Guardia  have  sent  us  yet  another  tasteful  and  well 
printed  booklet  explaining  their  self-focussing  (N.  & G.  Reflex)  camera.  The 
reproductions  of  the  excellent  samples  of  work  done  by  this  camera  therein 
shown  are  an  eloquent  and  convincing  testimony  to  its  remarkable  powers.  It 
is  not  easy  to  imagine  any  kind  of  photographic  work  that  this  camera  will 
not  do. 

Messrs.  Whittaker  & Co.  have  forwarded  to  us  a copy  of  “ The  (Dptics 
of  Photography  and  Photographic  Lenses,”  by  J.  Traill  Taylor  (third  edition, 
revised),  with  an  additional  chapter  on  Anastigmatic  Lenses  by  P.  F.  Everitt. 
(3s.  6d.  net.)  The  book  retains  its  original  form,  but  has  been  greatly  im- 
proved in  value  by  Mr.  Everitt’s  revision.  Chapter  XXX.  is  of  especial 
interest  at  the  present  time,  when  the  less  experienced  worker  is  apt  to  be 
bewildered  by  the  wide  choice  of  instruments  offered  for  his  selection,  and 
Mr.  Everitt  has  earned  the  hearty  thanks  of  photographers  generally  for  the 
careful  manner  in  which  he  has  added  much  useful  matter  to  a book  already 
of  recognised  position. 

Messrs.  Fallowfield  (146,  Charing  Cross  Road)  have  sent  us  an  assortment 
of  Christmas  (and  similar  greeting)  cards  for  use  as  mounts  for  photographs. 
We  have  derived  sincere  pleasure  in  looking  at  these  cards,  for  they  show 
how  great  has  been  the  change  for  the  better  when  one  goes  back  in  memory 
so  short  a period  as,  let  us  say,  three  or  four  years.  In  the  selection  before  us 
there  is  not  a single  example  which  does  not  exhibit  some  artistic  and  refined 
taste,  while  many  of  them  give  one  pleasure  to  look  at  a second  and  third 
time.  If  we  were  pressed  to  make  choice  of,  say,  a dozen— -no  easy  matter 
when  so  many  are  “in  the  running” — we  should  certainly  include  a brown 
letter-card  (528),  a gray  post-card  (502),  Midget  (19),  J apan.  Palmyra,  Britannia 
(sage  green  cover).  Greeting  (512),  Kind  Thoughts  (589),  etc.  The  prices  are 
surprisingly  moderate. 

Part  4 of  The  Book  of  Photography  (Cassell  & Co.)  deals  with  printing- 
out  and  development  processes  of  printing,  and  contains  a liberal  number  of 
diagrams  of  apparatus  such  as  printing  frames,  dishes,  cutting-up  paper,  etc., 
etc.  Part  5 includes  toning,  fixing  and  washing  procedures,  the  dark-room 
and  its  fittings— various  methods  of  mounting,  burnishing,  etc. 
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THE  PRACTICAL  PHOTOGRAPHER. 


Mr.  Watkins  (Watkins  Meter  Co.,  Hereford)  has  sent  ns  a neatly  designed 
and  efficiently  arranged  print  meter  wherein  the  sensitive  paper  revolves  in 
front  of  the  standard  tints,  and  may  be  examined  withont  taking  into  the 
shade.  Eight  standard  tints  are  provided,  and  the  refills  of  sensitive  paper 
are  kept  in  a separate  box.  These  are  only  a few  of  the  good  points  of  this 
instrnment,  which  will  commend  itself  to  carbon  printers  especially. 


Messrs.  Dawbarn  & Ward  (Farringdon  Avenne)  have  sent  ns  a copy  of 
“ Toning  Bromides  and  Lantern  Slides”  by  C.  Winthrope  Somerville  (Is.  nett), 
n nine  chapters  the  anthor  ably  deals  with  his  snbject  in  a simple,  concise 
and  entirely  practical  manner.  The  popnlarity  of  bromide  paper  is  probably 
dne  to  two  facts  : First,  it  can  be  worked  withont  daylight ; second,  it  can  be 
made  to  yield  a great  variety  of  colonr  tones.  Mr.  Somerville’s  book  will  help 

to  still  further  popularize  this  already  widely-used  printing  process. From 

the  same  publisher  comes  ^'’Advanced  Hand-Camera  Book”  by  W.  Kilby  (Is. 
nett).  This  book  deals  in  a practical,  useful  and  helpful  manner  with  such 
topics  as  lenses,  shutters,  focussing,  exposure,  development,  and  contains 
many  “tips”  for  lovers  of  high-speed  work  with  express  trains,  divers, 
racers,  etc.  The  book  contains  about  a score  half-tone  illustrations  by  the 
author,  whose  name  in  connection  with  hand-camera  work  is  widely  known. 


From  Messrs.  Staley  & Co.  (19,  Thavies  Inn,  Holborn  Circus,  E.C.)  we 
have  received  some  small  specimens  of  “ Geka  Flexoid  Light  Filters,”  pre- 
pared according  to  the  directions  of  Professor  Miethe,  together  with  a concise 
descriptive  pamphlet.  Their  colours  are  yellow,  red,  green  and  brown  (seven 
varieties  in  all),  and  especially  adapted  for  manipulating  collodion,  bromide 
papers,  ordinary  and  orthochromatic  plates,  with  gas  or  daylight.  The  em- 
ployment of  a photographically  safe  and  physiologically  comfortable  light  in 
the  dark-room  is  a matter  of  supreme  importance,  and  we  hail  with  delight 
the  fact  that  so  eminent  an  expert  as  Dr.  Miethe  has  dealt  with  the  subject. 
His  name  is  one  to  inspire  every  confidence,  and  we  are  looking  forward  to 
trying  these  lights  in  our  own  dark-room  and  reporting  upon  the  matter  at 
an  early  date. 

Messrs.  Kodak  have  just  sent  us  a small  but  eminently  tasteful  selection 
of  mounts  for  photographs  intended  for  Xnias-tide  greetings.  In  certain 
instances  new  ground  is  broken  by  combining  a cream  white  cut-out  mount 
with  neat  impressed  design  with  a cover  in  rough  quiet  coloured  stout  paner. 
These  covers  have  evidently  been  selected  with  care  by  someone  possessed  of 
innate  taste  combined  with  a knowledge  of  colours  best  calculated  to  combine 
with  a photographic  print.  The  prices  of  these  acceptable  and  seasonable 
mounts  are  attractively  moderate. 

From  Messrs.  Iliffc  & Sons  we  have  received  The  Science  and  Practice 
of  PhotograjAiy  (4th  edition,  re-written  and  enlarged),  by  Chapman  Jones. 
An  extended  acquaintance  with  the  photographic  writings  of  our  esteemed 
contributor,  Mr.  Chapman  Jones,  has  taught  us  to  expect  accurate  statement 
in  clear  concise  language.  In  this  work,  occupying  over  five  hundred  pages, 
divided  into  three  parts,  comprising  sixty-eight  chapters,  we  find  the  same 
thoroughness  and  accuracy  from  cover  to  cover.  From  among  the  many 
chapters  which  we  should  like  to  particularise  (did  space  permit),  we  must  be 
content  to  mention  38,  Photographic  measurements  and  39,  Testing  sensitive 
plates  which  have  a special  interest  in  connection  with  certain  instruments 
which  have  been  invented  by  the  author.  We  have  no  hesitation  in  saying 
that  no  earnest  student  of  photography  can  afford  to  be  without  this  book. 

Messrs.  Butcher  (Camera  House,  Farringdon  Avenue,  E.C.)  have  sent  us 
a copy  of  the  Primus  Lanternists'  Pocket  Book  (6d.)  This  contains  a mass  of 
useful  information  connected  with  lantern  matters,  and  also  a diary  tor  the 
coming  season.  Messrs.  Butcher  inform  us  tliat  they  will  send  a copy  to 
one  mentioning  The  PracHcal  PhotograjAier,  enclosing  their  name  and 
address,  and  two  penny^  stamps.  This  generous  offer  should  be  seized  without 
delay. 

We  regret  that  we  are  not  able  to  give  in  this  number  any  further  details 
of  the  Primus  P rinting  Gatige  as  mentioned  on  page  xxii.  of  our  last  issue, 
but  hope  to  have  full  particulars  ready  for  our  December  number. 
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